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Chang Chandruang Janaprakal 

THE BUDDHIST WAY OF TELLING THE STORY 

 

1. What is Buddhist way of telling the story? 

2. Why is there a Buddhist way of telling the story? 

3. What is the objective of telling the story the Buddhist way?  

4. How a story be told using the Buddhist way? 

 

1. What is Buddhist way of telling the story? 

 

Buddhist way of telling the story is inevitably the lord Buddha way of 

teaching his dharma. The moment he became the enlightened one he was 

reluctant to tell anyone because the subject was too profound to 

comprehend. At the beginning the enlightened one tended to keep the 

wisdom he had discovered to himself. It may have been too difficult to reach 

to Nirvana or the truthful wisdom of all things and it still is, that was why he 

tempted not to reveal to anyone.  

Due to his mercy he finally decided to share his holistic discovery because he 

saw that all man can be trained. All of us were helpless when we were a 

child. Unlike animal, they can survive on their own since they are born. No 

child can do! We as human beings must be pampered and looked after or 

else we die. 

Therefore man and his ability to learn to survive to develop are unlimited, 

while animal of all kind vise versa are limited to learn to develop. It is 

inevitable that we all can get wiser and do more complicate things if we train 

ourselves properly. 

The lord Buddha saw the possibilities of conveying his profound dharma to 

those who were already trained. Of course that was the starting point. To 

train someone for a very out of the world knowledge seemed tiresome then. 

But to talk to those who were already trained seem much easier.  
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So it had been a very personal matter since day one because, once again, not 

all man can be told. There fore the selection of listeners were required from 

the beginning. The Buddhist way of telling the story has always been a 

personal touch unlike other story telling methods which all demand to be 

massive. 

In conclusion, the Buddhist way of telling the story can simply be called as a 

personally public method. Selected listeners are the condition which 

eventually cut down to one as a singular. A single listener is one the 

necessary element. 

 

2. Why is there a Buddhist way of telling the story?  

 

A straight forward answer would be because there is Buddhism. The Tripitaka 

or Buddhist Scriptures contain the disciplines, the teaching and the 

metaphysics that was written to sustain and to persuade the Dharma that the 

lord Buddha had discovered for mankind. Because it was too profound to 

comprehend, the way of telling the very sophisticated dharma were designed 

to reach all levels of understandings. As I pointed out earlier that the lord 

Buddha selected those who were ready to listen.   

Therefore the languages were for that particular one. Another word, not 

every possibilities were introduced to his dharma the same way. The 

interpretations were never the same. For example, the three devil's 

daughters who came to prevent him to nirvana can be improvised as three 

visible objects or three subjective states. Metaphorical approach requires 

improvisation.  

The mindful awareness of Here and now is inevitable to preach the way 

because Buddhism has erupted among Brahms in India. Massive of people 

were Brahmins who believed in many gods. Then all of a sudden came 

Buddha in the midst Brahmins who pray to their gods all to announce not to 

be led by any gods. This seemed absurd then. Buddha was never called a 

crazy man. Why? He should have been crucified or stoned to death.  

The secret was as I mention earlier, select the one who was ready. We still do 

so nowadays especially in deravas Buddhism. Once you have selected a 
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listener, you then need to analyze wether or not this truth is good in all 

dimensions for the listener. 

Buddha would consider how the listener will take this story  of truth. 

1: if the story is true and the listener dislikes it.............He would not tell.  

2: if the story is untrue and the listener likes it..............he would not tell.  

3: if the story is untrue and the listener dislikes it.........he would not t ell. 

4: if the story is true and the listener likes it .................he would find the right 

time and place to tell. 

Of course, if the time and place never occur, the truth will never be revealed.  

It is obvious that even though you have found the selected listener, you then 

need to be careful of the time and place. It sure ain't easy for the truth to be 

revealed. Once when all the elements are met then how to tell is another 

task to overcome. 

 

3. What is the objective of telling the story the Buddhist way? 

 

To be enlightened is obviously the objective. But you have to bare in mind 

that enlightenment is a self realization method. No one can make you to 

become enlightened. You have to earn it yourself. The story that you have 

heard acts as a supporter for you to trigger your own realization. This is why 

Zen has many absurd stories. The story is suppose to make the listener face 

with his own reality. The story itself can be the reality of others. But not 

every realities can support the listener. This is why you need time and place 

to be on your side. 

To support or to lead to enlightenment is the duty of the story. This is the 

conclusion. If the story that entertain you can lead you to enlightenment, 

that story has done the duty. A simple pop song can also do the job if you 

listen to that song in the right time and at the right place. Of course you 

have listened to that pop song a thousand times. But at that particular time 

and place it trigger something that have never happened to you before. You 

were supported by that common song that has now turned into something 

very special to bring you to confront with your own reality that you have 
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never noticed it before. But this is a rare case! In order to increase the 

chances. The stories also have another duty.  

To persuade the listener to Bavhana. Bavhana literally means practice. A 

practitioner bound to be able to reach to his own truth easier than the 

others. So the duty of persuading is more often used because among the 

practitioners need to consume as much stories as possible. Their are 

thousand of Buddhist fictions can easily be found in the Tripitaka and 

countless numbers of true stories from those who considered enlightened 

ones. The cases are varies, you can easily select any of them from the well 

written book. You can consume your whole life telling the stories from the 

Buddhist scriptures. 

But in this case, let's talk about composing the stories of our own!  

Yes, you can tell your own story to a selected listener. Believe it or not your 

most bazaar things you've done in the past can support someone to 

enlightenment! Yes, at the right time and right place and with a stupid story 

you have done in your life can emerge a Buddha. 

There fore, the last thing we will be talking about is how to compose your 

own story for your selected listener. 

 

4. How a story be told using the Buddhist way? 

Your selected listener will obviously help you construct a story. This is the 

easy part. Most people think that to be able to create a story is the hardest 

part. You are wrong! When you forgot to do your homework, how would you 

tell your teacher? Of course, it depends on which teacher. Different teacher 

would need different story. What if the teacher is your own mother. The 

story will not end easily. It has to be very detailed and precise and of course 

'realistic'. Even though you don't have much time, a story is definitely 

needed no matter what happen. So you somehow have to come up with 

some kind of an excuse story anyway. It may not be a convincing one but 

you still are able to come up with a story always-automatically.To get a story 

is not that difficult, how to tell a story is a much a harder task. Another word, 

becoming an actor who can tell a very convincing story can some time take a 

life time or never. 
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The Buddhist way of telling the story can be your second option. Let's go 

through the stages of telling a convincing story. There are eight of them. It 

sacredly calls "the eightfold path". 

1/ the right understanding or right view 

Without the right understanding about telling your story, you will not meet 

the purpose of telling the story. It means you need the right understanding 

of life. And we as an individual life form, we need to understand our own life 

too. 

2/ the right intent 

We are often fooled by our own thoughts. The more thoughts in our head 

means the more chances of being lost.  

3/ the right speech 

Speech has many meanings. In different part of the world the history of a 

single word to become to existence come from different sources. The 

different between moon calendar and sun calendar create a big gap of 

perception. When one society has the moon as their association while the 

other use the son. It is cleared that we can be lost in translation.  

4/ the right action 

With the right action against the wrong person, nothing accomplish. It has to 

be just right. To be able to act rightly, is a "must" because we would never 

know when will the opportunity occur. But when it does, we act right. We 

need too take precaution and prepare ourself to become natural with our 

selected actions. If the dancers need to prepare her solo, so do we.  

5/ the right livelihood  

You have to be what you teach. The preacher preaches us with all his heart 

and soul. It means just the good book alone can not do the job. Without the 

subjective sides from within you, the story would become a mere farcical 

play. Who you are is an impossible task to identify. In Buddhism we focus on 

the element of who you are rather than trying to identify it. One life consist 

of five element in Buddhist perspective or so called The Five Aggregates 1/ 
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the Corporeality 2/ the feelings, Sensation 3/ the Perception 4/ the Mental 

formations, Volitional activities 5/ Consciousness or the Mind. Four out of 

five can not be seen or be touched or be physically dealt with. In order to 

tell the complete story you need to be oneness with all five of your 

Aggregates. That is the right livelihood. 

6/ the right effort  

Quitting has become a taboo to Buddhist way of training or learning. Our 

way is a continuous process until you reach Nirvana. The task can be be 

tiresome only when is not right. When it is not right, it's not fun. If the effort 

is fun-it is automatically a sustainable effort. The right effort can be 

determined through time. The right effort doesn't mean hard work because 

hard work requires rest. The right effort means you can rest a relax along the 

way. Again it is also a continuous effort that take who knows how long. You 

are the only one who can tell when ....when you are not putting any effort to 

the effort. That is the right effort. 

7/ the right mindfulness 

When you are able to lose or to make your ego disappear. A thief also have a 

mindful awareness when he is stealing some thing for himself. That is not a 

right mindfulness because you are doing it for your own sake. A bomb 

rescuer is also having a mindful awareness when he is doing his work. That is 

also not quite a right mindfulness because he is sweating, his life is also in 

jeopardy. A cardiac surgeon will not be mindfully performing his operation 

at all if the patient is his beloved mother. That is why doctors don't 

resuscitate our attach love ones.  Beware! When you are mindfully aware of 

anything for your own sake, you are not having the right mindfulness.  

8/ the right concentration  

The last stage is to know when to focus and when not to focus. Of course, 

the size of the focus points are different. Sometime you need a very little 

tiny dot to focus, and sometimes your focus is the universe. You are the one 

who must train yourself to have the right concentration. That is meditat ion. 

You meditate until you know by your own self. When you do know....that is 

when you are totally leading your life through wisdom.  
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Wisdom occurs when you are well tuned harmoniously within. It is a state of 

mind that maintain all eight of these stages and yet empty. A bit Zen but it is 

necessary. 

If you are able to contain all eight of these stages. You can be sure of no 

mistakes. Your selected listener,with no doubt, will transform to a state 

where you  meritoriously want him to be. The Buddhist way of telling the 

story can conclude its story as a shooter who never has never missed his 

target because there is no target to be missed. One who tells the story 

reaches the purpose of his own story. He is the enlightened one.  
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Simona Tancig 

NEUROEDUCATION  

NEW SCIENCE OF LEARNING AND TEACHING  

HOW TO IMPROVE EDUCATIONAL PRACTICE 

 

 

Abstract: 

The new field, Mind, Brain, and Education (MBE) science, sometimes called 

neuroeducation, enables deeper understanding of cognitive and other 

processes involved in learning by using behavioral methods and 

neuroimaging techniques. The MBE science is a transdisciplinary field 

connecting neuroscience, psychology, and education. Neuroscience findings 

with important implications and recommendations for teaching and learning 

are discussed, e.g. considering and taking into account the importance of 

brain plasticity, executive functions, emotions, movement, and art in learning 

and teaching, etc. 

 

Key words: neuro-education, learning, teaching, embodied cognition, art 

integration 

 

 

MIND, BRAIN, AND EDUCATION SCIENCE – NEUROEDUCATION  

 

A rapid development of cognitive neuroscience and cognitive psychology 

and growing demands for development of the educational practice have led 

to an increased cooperation of scientists of different disciplines. Their 

interdisciplinary cooperation has enabled a better understanding of learning, 

thinking, memory, as well as emotions, social behaviour , and consciousness. 

 

With the cooperation of scientists and teachers in the field of education, a 

new independent transdisciplinary scientific field has developed. It is called 

Mind, Brain, and Education (MBE). The most important disciplines 

incorporated in the MBE are psychology, neuroscience, and education 

sciences – including their subdisciplines. 

 

MBE or neuroeducation area requires close cooperation and communication 

between researchers of different disciplines and researchers and 
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practitioners in the research and creation of knowledge. It is very important 

that there are reciprocal connections between the two areas. The cognitive 

neuroscience has an influence on educational research and vice versa, 

educational research has influence on cognitive neuroscience research. 

 

Neuroeducators or MBE researchers are neuroscientists and psychologists 

who are familiar with the area of education (learning and teaching) and 

teachers who also have the knowledge of neuroscience. Today, there are 

already some undergraduate and graduate study programmes in the MBE 

area in the world. 

 

By the cooperation of scientists of different MBE disciplines, researches have 

been carried out which explain and contribute to a large extent to the 

development of learning and teaching. Thus, the data about brain activity  

acquired by neuroscience techniques may, for instance, lead to findings 

which cannot be foreseen by behavioural studies (e.g. by the observation or 

the use of questionnaires or tests).  

 

 

FACTS ABOUT THE BRAIN RELEVANT TO THE EDUCATION AND 

SCHOOLING 

 

In 2011, the Royal Society issued a publication intended to present the main 

scientific findings of the neuroscience relevant to the education. They are 

briefly presented further below. 

 

Heredity and environment affect the brain – environment has a big influence on 

brain development 

We know that every individual responds differently to the education process.  

These differences depend on hereditary factors and environmental factors. 

The genetics itself does not create the individual’s learning ability since 

genetic predispositions interact with environmental factors. Besides, the 

functioning of genes changes and is influenced by environmental factors 

(physical and social) – epigenesis.  

 

Neuroscience helps to understand genetic predispositions seen in the brain 

and helps to create an appropriate learning environment and teaching and 

intervention methods for an optimal development of potentials.  
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The brain is extremely plastic – periods of life sensitive to learning – 

importance of lifelong learning  

 

The human brain has a high level of plasticity. It constantly changes – 

although at the micro-level – with daily and other activities, for instance 

when we walk, talk, sleep, communicate, learn etc., neurons are activated. 

The brain has an extreme ability to adapt, which is called neuroplasticity. 

This is related to the processes in which connections between the neurons 

activated simultaneously become stronger . Therefore we say that “neurons 

that fire together, wire together”. This is also called experience-dependent 

plasticity – the plasticity dependent on our activities and experience 

throughout the life. The brain neuroplasticity enables other parts of the 

brain to take over the function of the damaged parts . However, the plasticity 

decreases with age, of course. Changes in brain structures and their 

connection indicate sensitive periods in the brain development during 

childhood and adolescence which enable easier learning and acquiring skills. 

Nevertheless, this does not mean that skills and knowledge cannot be 

acquired in the later periods. The brain plasticity does not confirm the thesis 

about critical stages which was believed to be true for a long time and 

asserts that learning and acquiring of a certain skill is not possible beyond 

these periods. 

 

Dynamic changes continue also later in life. In the same way as sportsmen 

train their muscles, there are numerous skills which require to continue 

learning and training to maintain the changes in the brain, otherwise we lose 

them or they switch off. Therefore, the phrase “use it or lose it” holds true. 

 

Knowledge and understanding of the brain plasticity are important in 

learning and teaching planning and in creating intervention programmes to 

help persons with learning disabilities because they have a big influence on 

changes in the brain. 

 

 

Importance of executive functions – self-regulation – important life 

skills 

 

Successfulness of an individual largely depends on his creativity, flexibility, 

self-control, and discipline. The common point of these characteristics is 
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executive functions, which include working memory, cognitive flexibility (for 

instance flexibility in shifting attention), and inhibition (self-control and self-

regulation of cognition and emotions). More complex executive functions 

include problem solving, deduction, and planning. Executive functions are 

more important for the success at school, such as IQ (Blair, Razza, 2007), and 

can predict well the numeracy and the literacy in the school years 

(Gathercole et al., 2004). Because of the great importance of executive 

functions for the success at school and in life, it is important to pay special 

attention to them already in the preschool and school period. This is 

particularly the case for children with less developed executive functions 

because of a discouraging environment (lower socio-economic status) or 

because of the ADHD. 

 

With findings of the cognitive psychology, the neuroscience started to 

illuminate self-control and self-regulation, i.e. the inhibition of impulsive 

behaviour. The recent research has established that the ability of inhibition 

of unsuitable impulsive reactions develops relatively slowly and fully 

develops only in the late adolescence or in the early adulthood. This may be 

explained by the fact that the brain areas which are included in the self -

control, particularly the prefrontal cortex, change structurally and 

functionally in the period of adolescence and even later up to the age of 20. 

Apart from this, there are significant individual differences in the self -control 

ability, which may be seen through the whole life. The big importance of 

self-control in life has also been shown by findings of the research which 

point out that children with relatively good self-control at the age of 3 (are 

less impulsive, more persistent and better adjust their attention), will later 

reach better educational achievement and will be more successful in life, 

whereas the opposite is true for those with lower self-control (Moffitt, 2011). 

 

Systematic research tries to answer the question of the extent to which 

cognitive trainings, intervention programmes, different movement 

programmes, and diverse educational programmes can improve the self-

control and executive functions in children already in the preschool period.  

 

Intervention programmes (traditional martial arts) , such as tai chi, taekwondo 

etc., bring very good results (Lakes, Foyt, 2004) since they point out self-

control and vigilance and develop some personal characteristics. Other 

psychomotor activities intended to develop executive functions are 
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appropriate as well. Social exclusion and low physical fitness have a negative 

effect on the prefrontal cortex and thus on the executive functions. 

 

 

Education is an important factor in the development and improvement 

of cognitive functions 

 

Education significantly contributes to the improvement of mental functions, 

such as memory functions, problem solving, creative thinking etc. There is no 

doubt that education is the most widespread and consistent form of 

stimulating cognitive functions. Recent research of cognitive neuroscience 

shows that there are important specific changes in the brain (structural and 

functional), which appear for instance by learning to read or calculate.  

 

Education is also important from another point of view. It has been 

ascertained that it enables the increase of the individual’s resilience, i.e. the 

ability of an individual to adapt and to be successful in spite of having 

problems, for instance because of stressful and traumatic events, illness, 

mental health problems, deterioration of abilities etc. 

 

One of the important factors may also be the education in any later period 

of life. It is recognised that persons with a higher education and persons 

who are mentally active in the old age are less likely to experience a 

significant deterioration of cognitive abilities. 

 

NEUROEDUCATIONAL RESEARCH ON THE IMPORTANT ROLE OF 

EMOTIONS, PHYSICAL (PSYCHOMOTOR) ACTIVITY, AND ART IN 

LEARNING AND TEACHING 

 

 

Emotions and social relations are essential for learning 

 

Neuroscientists have only recently started to discover the biological 

correlation between learning and emotions. Research has shown that 

emotions significantly influence learning, memory, and recall (Sousa, 2011). 

Learning is more successful in a positive emotional climate. The main 

emotional system in the brain is the limbic system, which inc ludes the 

amygdalae and the hippocampus. The Emotional Brain (LeDoux, 2000) has 
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strong connections with the frontal cortex (the main area for mental 

processes and problem solving). Negative emotions, such as fear or stress, 

disrupt learning processes in the brain, while positive emotions stimulate 

them. 

 

The so-called social-emotional learning programmes are important for the 

development of the emotional control or self-regulation. These programmes 

include emotional awareness, regulation of emotions in stressful situations, 

development of empathy, responsible decision making, and establishment of 

relations. They have a positive influence on learning achievements (Payton et 

al., 2008). Social-emotional learning, as well as mindfulness development 

programmes are spreading to the school. The latter are intended for the 

improvement of attention and the regulation of stress (Tancig, 2015). It has 

been ascertained that practising mindfulness produces changes in the parts 

of the brain which are important for learning processes, such as memory and 

the regulation of emotions. 

 

Learning is not isolated from the social context, which has been confirmed 

by researches, for instance, the study on how the social support influences 

learning (Bjorkman, 2007). There are also a lot of researches which connect 

the function of mirror neurons with the social cognition, for instance, the 

empathy (Meltzoff, 2007). Mirror neurons are neurons which activate when 

we carry out an activity or watch someone carrying out an activity. They also 

activate if we imagine carrying out an activity.  

 

Teaching methods encouraging social interactions between children, such as 

discussions, cooperative and collaborative forms of learning, and reflective 

and experiential problem-based learning, create social contexts which 

stimulate learning. 

 

Close connection of learning and thinking with sensorimotor activity – 

embodied cognition 

The child’s learning and thinking development are closely connected to the 

sensorimotor activity. Neuroscientific and neuroeducational research in 

children as well as in adults proves (Goswami, 2008; Tancig, 1987) that the 

cognition is based on the sensorimotor activity; this means that there is a 

strong connection between feelings and movement and that they are the 

basis for cognitive functions – learning, memory etc. Forms of learning based 
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on findings on the close connection of the mental world with the body, body 

parts, and movement are becoming recognised. Motor activities are being 

increasingly included in the study of reading, writing, calculating,  and 

familiarising oneself with different notions, for instance in the area of natural 

and social sciences etc. 

 

Contemporary theories in the cognitive science point out that cognition are 

embodied. This means that perception, physical activity, and emotions 

significantly contribute to cognitive processes (Tancig, 2015a). The embodied 

cognition is also the subject of important discussions and research in the 

educational neuroscience (neuroeducation) or Mind, Brain, and Education 

Science. Research of the embodied cognition has important implications for 

the education and more widely for the present digital age, which 

significantly changes the role of sensorimotor activity, perception, and 

physical activity in learning, teaching, and solving problems of the present 

social reality. 

 

Recent research of the embodied cognition has significant implications for 

learning and teaching and supports a broader inclusion of different motor 

activities – also the ones included in the art – in teaching different subject 

areas – learning through movement or learning with movement (Tancig, 

2014, 2014a). 

 

Neuroeducational research points out the key role of movement and 

exercise, which trigger the extraction of the neurotropic factor (BDNF). BDNF 

enables the survival of the existent neurons and stimulates the production of 

new ones (neurogenesis). It is also important for the long-term memory 

(Ratey, 2013). Movement and exercise strengthen cognitive processes and 

improve the mood. 

 

The research on how gestures influence the effectiveness of learning and 

thinking is interesting as well. It confirms the theories of the embedded 

cognition. The gestures we observe in others and the gestures we make can 

influence our thought process. By making appropriate gestures, we can 

stimulate a more effective learning. Gestures themselves can stimulate 

learning because they are physical activities or they stimulate it because we 

use the physical activity to illustrate an abstract idea (Goldin-Meadow, 

Beilock, 2010). 
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Positive influences (integrations) of art on cognition and learning 

achievements 

 

There are more and more researches which establish an important role of art 

in the brain development. Studies ascertain that occupying oneself with 

different arts (dance, music, drawing, painting, drama etc.) develops 

creativity and has significant positive effect on learning and different 

cognitive processes, such as attention, memory, spatial ability etc. 

(Gazzaniga, 2008). Significant differences in the success at school and in 

social skills have been established between the young people included in art 

programmes and those who do not occupy themselves with art (Catterall, 

2009). Art is positively connected with the success at school and stimulates 

basic cognitive skills and abilities, which are transferred to numerous school 

subjects (Posner, Patoine, 2009). Teaching and learning with or through  art 

also increase the motivation of pupils for learning (Smithrim, Upitis, 2005).  

 

Catterall (2008) has described several studies which show that the enactment 

of the information or the content of the teaching material by role-play and 

theatre improvisation positively affects learning and knowledge 

(understanding of a story, analysis of characters etc.) as well as social skills 

(cooperation with peers, conflict resolution, cognition, and discovering and 

perceiving oneself etc.). 
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Chris Cooper 

REALITY IMAGINED 

 

What follows is preparatory thinking for the keynote lecture at the Let’s Talk 

Conference in Ljubljana 9-11 March 2017. 

 

Theatre and drama are a depiction of living conditions and both real life and 

theatre/drama use the same signing system. This fundamental fact about 

human communication is why drama has been at the centre of our culture 

for thousands of years.  The power of the actor mirrors the power of human 

beings to signal across space. Actions become sign when someone is present 

to read them – in this sense we are both actor and audience, in our own lives 

and in the lives of others.  

 

It follows therefore that this dramatic sign system is rooted in child play; 

they are totally interconnected. Play is fundamental to human evolution, and 

its role in the development of the imagination and creativity is crucial. Play is 

the ‘work’ of childhood because without it we cannot fully realise our human 

potential. Through imaginative play the child makes meaning through reality 

imagined, by manipulating time and space and the use of objects, employing 

the sign systems we recognise in theatre and drama, to do it.  

 

 

The importance of play 

 

To put it more simply, let’s take a banana. It exists in time and space as a 

thing-in-itself. But when I pick it up, it becomes a thing for me/us. I change 

its value. I might make use of it by eating it. This in turn might give me 

another idea and I could begin to grow bananas for others to eat, begin a 

banana plantation even. So, the value of the banana – its use values – 

change through how I use it. That can be quite a creative process, especially 

if I persuade others, who ordinarily wouldn’t do so, to eat bananas grown on 

my plantation. But that isn’t necessarily an imaginative one.  

 

And there are other ways that I can change its value. I could hold a banana 

up in my hand and ask you what you see. We would agree we see a banana, 

or even the colour yellow. And that would be true. But when we play we see 

other possibilities. In play the value of the banana can be transformed 
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instantly through the imagination.  A child will also see a banana and yellow 

of course, but through the liberation of play they see other exciting 

possibilities very quickly for how it might be used; as a telephone, a gun, 

even a puppet and in doing so complete a transformation from its use value 

(food) to symbolic (play) value. When a child does this, they are compressing 

millions of years of human development into a few minutes of play. They 

stand on the shoulders of all those human ancestors that have come before 

them in being able to do that. From those who drew iconic and symbolic 

representations on the walls of caves to inventors of the telephone. They 

cross the historical boundary of evolution into human culture.  

 

Through play, according to Vygotsky, children learn to give meaning to 

objects, to tease out relationships, to try on and practice different roles, to 

exercise their growing capabilities. As with other cultural behaviour, pretend 

play starts with social interaction with adults. We could use my banana once 

more for these purposes. At first, play is primarily imitative: the child cop ies 

what s/he has seen or heard or what is being done immediately before them. 

The thinking about and use of an object just barely strays from reality. 

However, play is more than transmission: Play is not simply a recollection or 

reconstruction of past experience but a creative reworking of it that creates 

new realities addressing the needs of the child. Over time and experience, 

the child becomes more adventurous in his or her object substitution, 

making objects function as something increasingly further f rom their ‘real 

world’ functions and categories into something creative. As such, play helps 

the child develop symbolic thinking. Furthermore, goals and rules become a 

focus of play as children enter school age, and play becomes an early 

mechanism for ‘self-mastery’: “A child’s greatest self-control occurs in play” 

(Vygotsky, 1978).  

 

 

What is development?  

 

Development is not a process undertaken in isolation: a person is what 

Vygotsky called an “aggregate of social relations, embodied in an 

individual”. According to him “The dynamic of the personality is drama,”  or 

struggle and continuous change internally and in tandem with the 

environment, and the ‘stage’ on which this ‘drama’ unfolds is the individual 

mind within a socio-cultural-historical context. Vygotsky theorised that a 



20 

 

person appropriates the artefacts, tools, signs and meanings of his or her 

culture from others, and brings them under increasing self-control.  

 

Dr Peter Gray (2014) explains: 

“I’m a research bio-psychologist with a PhD, so I’ve done  lots of school. The 

real problems I’ve faced in life include physical ones (such as how to operate 

a newfangled machine at work or unblock the toilet at home), social ones 

(how to get that perfect woman to be interested in me), moral ones (whether 

to give a passing grade to a student, for effort, though he failed all the 

tests), and emotional ones (coping with grief when my first wife died or 

keeping my head when I fell through the ice while pond skating). Most 

problems in life cannot be solved with formulae or memorised answers of 

the type learnt in school. They require the judgement, wisdom and creative 

ability that come from life experiences. For children, those experiences are 

embedded in play.” 

 

Gray’s research has focussed on the value of play for chi ldren’s development. 

He notes that all mammals play when they are young and those that have 

the most to learn play the most. Carnivores play more than herbivores, 

because hunting is harder to learn than grazing. Primates play more than 

other mammals, because their way of life depends more on learning and less 

on fixed instincts than does that of other mammals. Human children, who 

have the most to learn, play far more than any other primates when they are 

allowed to do so. Play is the natural means by which children and other 

young mammals educate themselves.  

 

Gray concludes that the most important skills that children everywhere must 

learn in order to live happy, productive, moral lives are skills that cannot be 

taught in school. Such skills cannot be taught at all. They are learned and 

practised by children in play. These include the abilities to think creatively, 

to get along with other people and cooperate effectively, and to control 

their own impulses and emotions. They do this by making rules. All play 

needs rules. And contrary to popular misconception, imaginative play needs 

as many rules as all the motor skills based games that children play.  

 

Returning to the banana once more: If I were to offer you, the reader, 

another banana to answer the call from the banana I am already holding in 

my hand, it would be a play negotiated through implicit rules that our 
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imaginative play cannot exist without. The banana will become a tool, a 

pivot, for us to communicate and make meaning through the story that 

emerges from the banana call. It might be that when you answer my call, it 

becomes apparent from the register and tone of my language that I am the 

president of the republic (not a banana republic!) but one who is consulting 

you, a great scientist, on how to prevent climate change from human made 

environmental catastrophe, including the destruction of banana crops. Our 

play then takes the players out of the tyranny of the actual present into the 

possible, a reality imagined. This engages us with our problems in a way that 

our daily reality denies us. It’s also crucial to note that when you took my 

banana call the play entered a new phase of development from when I was 

talking through the banana on my own; the play becomes socio-dramatic. It 

is an act of social meaning making based on shared experience and dialogue. 

I haven’t been a president of a republic, I don’t know any great 

climatologists but these ideas come from the world and the socio-political 

and historical environment we are part of. What occurs in the 

space/action/dialogue between both ends of the banana call  is where ‘self-

mastery’ really takes place. This is also where drama and theatre excel. But 

more of that later. 

 

In today’s society, we need people who can ask and seek answers to new 

questions, solve new problems and anticipate obstacles before they arise. To 

break out of the tyrannous present.  To do this all requires the ability to 

think creatively. The creative mind is a playful mind. It is mind-ful. While the 

importance of play is recognised in early years’ development to a greater or 

lesser extent, why do we seem intent on so mindlessly destroying human 

creativity in education as our children progress through school? It just makes 

no sense.  

 

All young children are creative. In their play and self-directed exploration, 

they create their own mental models of the world around them and also 

models of imaginary worlds. Adults whom we call geniuses are those who 

somehow retain and build upon that childlike capacity throughout their lives.  

We can’t teach creativity, but we can drive it out of people through 

schooling that centres not on children’s own questions but on questions 

dictated by an imposed curriculum that operates as if all questions have one 

right answer and everyone must learn the same things. This is the British 

system and the future of the world that chases the highest PISA scores in the 
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hope of being more competitive in the market. Yet formal education 

recklessly casts this innate creativity aside. And there are extremely serious 

consequences that reach way beyond academic results.  

 

According to Gray: 

“[A] dramatic decline in children’s opportunities to play has been 

accompanied by an equally dramatic increase in childhood mental disorders. 

It’s not just that we are detecting such disorders where we failed to look 

before; the increase is real. …Other research indicates that empathy has been 

declining and narcissism increasing, ever since valid measures of these were 

first developed in the late 1970s. There are even well-validated ways of 

assessing creative thinking, and research using these tools suggests that 

such thinking has been decreasing among schoolchildren at all grade 

levels over the past 30 years. [my emphasis] “  

 

He goes on: 

“We must reverse the horrid trend that has been occurring over the past half 

century. We must give childhood back to children. Children must be allowed 

to follow their inborn drives to play and explore, so that they can grow into 

intellectually, socially, emotionally and physically strong and resilient adults.”  

 

 

Empathy  

 

What are the societal implications of increase of narcissism at the expense of 

empathy? Well we need look no further than the White House and the 

Kremlin and perhaps closer to home to see the dangers. We are living 

through a period of history with the potential for an unfolding tragedy of 

epic proportions. 

 

Being empathic is the capacity to feel or understand what another person is 

experiencing within that other person’s frame of reference.  To put yourself in 

the position of the “other”, how they hear, see, feel & think, to step into the 

shoes of “others”. The great British pioneer of DIE, Dorothy Heathcote, spoke 

of the empathic watcher – what she meant was being able to put yourselves 

in the shoes of others. Understand their position – even if you don’t agree 

with it and see it from their perspective. Drama is perhaps the most effective 

in doing this. But being empathic isn’t simply related to feeling. It’s a 
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question of understanding too.  This brings me back to drama and theatre as 

a tool for learning. 

 

 

The importance of Drama 

 

As stated before drama and theatre uses the same sign systems as we use in 

everyday life. But it also shares an important difference from ever - day life 

with play. Living in real time is all consuming, things happen quickly, often 

too quickly to contemplate, we are consumed by the moment we are living 

in. But as Vygotsky noted, whereas in life meaning is subordinated to action, 

in imaginative play the process is reversed; action is subordinated to 

meaning. This too is the same of drama and theatre. We consciously 

manipulate time and space in order to make meaning. The implications for 

learning and development are manifold.  

 

In drama we explore the world in order to create a mind of our own through 

the power of the imagination. Drama after all is human experience imagined. 

Through drama we can gain ‘self-mastery’. We can explore what it is to be 

human through all those fundamental human experiences.  Children live on 

the same world as we do. It doesn’t matter how old they are they experience 

the same emotions and feelings that we do. They feel love, hate, grief, joy 

anger, jealousy, etc. But not in the same way. Drama can give them the 

opportunity to safely engage with all of these things and make meaning of 

them. 

 

In drama they experience this from the inside. There is no right answer. They 

have the power they lack in life. They learn empathy, cooperation and 

collaboration and to cope with emotions and frustrations that they find hard 

to articulate in everyday life.  

 

Drama allows us to stand on our own two feet within the safety of fiction 

before we have to face it in life. Our drama lessons are designed to explore 

all aspects of human experience – age appropriately - through story.  

 

When we reason imaginatively we have an emotional connection and we 

cannot be cold and detached because the self is engaged or dramatized. and 
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because the imagination animates the ‘other’ it makes us socially engaged 

too.  

 

What could be more relevant to living, what could make education more 

purposeful today than placing play and drama at the heart of the 

curriculum? 

 

And how would we do this? I suggest we would begin with story. Using 

stories that reflect our reality. Powerful stories that give purpose to learning. 

One of the reasons that so many children struggle to engage in schooling is 

that they are largely bored. They do not see the purpose to so much of what 

they learn which is divorced from living from anything that matters to them. 

 

 

The power of story 

 

To quote the late and great Jerome Bruner:  

“Analytic, abstract thinking is ideal for reporting the regular, the expected, 

the normal, the ordinary, the unsurprising, the mundane, the things we often 

take so much for granted that we are hardly conscious that we know them at 

all.  

By contrast, narrative thinking, encapsulated in stories and storytelling, is 

ideally suited to discussing the exceptional. Narrative thrives on the 

disruptions from the ordinary, the unexpected, the conflicts, the deviations, 

the surprises, the unusual. Stories flourish in the overthrow of the existing 

order by some event or thought that changes our perspective. Stories derive 

their power from a violation of the normal and the legitimate and the 

ordinary, which in turn generates the fear and curiosity and excitement 

which we all feel when listening to a good new story. In this way, stories 

appeal not only to the mental process of the brain, but are grounded in the 

feelings of the listener. They thus appeal to both the mind and the heart.” 

(2000) 

Stories revolve around what matters to people. They are human-centered 

and we are therefore naturally drawn to them. Stories go from the particular 

from the universal, in contrast to science's power to ascend to the general 

from the particular. Stories, unlike logic, are not confounded by 
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contradiction. Stories thrive on conflict, on difficulties, on inconsistencies, on 

the very fault lines of society.  

Storytelling doesn’t replace analytical thinking. It supplements it by enabling 

us to imagine new perspectives and new worlds, and is ideally suited to 

communicating change and stimulating innovation. Abstract analysis is 

easier to understand when seen through the lens of a well -chosen story and 

can of course be used to make explicit the implications of a story.  

 

“...stories are important to people, politics, and education. Stories are how 

people make sense of themselves and their worlds. In young children's 

spontaneous stories that they act out as they play, we can see how they 

believe people relate to one another, who they hope to become, and how 

they will behave. We can see adolescents play roles in their own and other 

people's stories in order to figure out where they fit into their ever -

expanding worlds. As adults, the true and imaginary stories we wish to tell 

and believe suggest what we value most in this world. In a real sense, stories 

make people." (1995) 

 

From:  This probably goes someway to explaining why we have told stories 

for time immemorial. It is our need to know who and where we are. So 

stories have become an interwoven into every aspect of our lives and culture, 

whether it is in the need to recount our day or to share in stories like fairy 

tales and myths. Fairy tales exercise and cultivate the imagination.  The 

imagination is a powerful component in the development of the mind. Myths 

like Prometheus or Oedipus contain the profoundest philosophy of life, and 

beg retelling and retelling. 

And I suggest that if all fields of human knowledge and experience are 

embedded in story, what better way to explore them than through the forms 

of drama and theatre? The story itself is engaging, exciting even, but without 

the deeper exploration that drama brings it remains simply what happens. 

Drama is the meaning, the analysis, of the story. 

I think that time is very pressing as this moment in history bears forcefully 

down on both the present and the future. We are faced by stark choices 

about how we want to live and the kind of world we want to live in. 

everything is at stake for our children. We must to enact what it is to be 
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human. Act - to know what to do in life. Drama can offer us this opportunity. 

We need to liberate our children to imagine the real and inhabit themselves.  
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Zvonimir Peranić 

ON THE USE OF EDUCATIONAL THEATRE AS A TOOL FOR 

TEACHING PHYSICS 

 

 

Abstract 

Educational theatre as a tool for teaching physics includes three levels: by 

monitoring a theatrical performance created on the principles of physical 

theories; by particpating in the process of the stage production with a 

particular stress on dramaturgy and directing, and by attending the 

workshops of non-verbal theatre, in which the students become the subjects 

who complete the tasks. The students find the workshop processes the most 

interesting and useful. The attitude to physics, its »challenges« and a 

comprehensive understanding of it become much more positive, which 

consequently increases the student's success in college.  

  

Key words: competences for lifelong learning, modern teaching, conceptual 

knowledge, educational theatre, physics and mathematics  

 

 

Introduction  

 

Newton's mechanistic image of the world has been reflected at all social 

levels. According to Arisotelian organistic image of the world the systems are 

understood as a set of parts of a whole, which operate autonomously 

(independently), and can be compared to the mechanism of a c lock.  

Mechanistic hierarchy is mapped to the economic, military, political and also 

educational system. The breakdown of the content leads to individual areas 

and within them to individual subjects. Teachers and students develop their 

attitude to different subject groups and subjects. Traditional teaching 

methods develop negative attitude to the science subjects, especially physics 

and chemistry. Students find physics boring as it is difficult and 

incomprehensible. 
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The transition to education based on competences 

 

In accordance with ISCEDV  (International Standard Classification of 

Education) (UNESCO, 2012) the concept of learning refers to an individual 

and implies a certain improvement in behaviour, information, knowledge, 

understanding, attitudes, values, competences acquired through various 

types and forms of education and learning – formal, non-formal and 

informal.  

Negative attitude to physics leads to a decreased interest in the study of 

physics, as well as to the study of the so-called areas of STEM (Science 

Technology Engineering and Mathematics). STEM is recognised in the 

strategies of education as an area of development priorities. Various 

research studies attempted to answer some questions about understanding 

the content. Thus, the TIMSS project – Trends in International Mathematics 

and Science Study provides the answers to the questions about how well the 

students understand the content of the curriculum (TIMSS&PIRLS), while the 

PISA project – Programme for International Student Assessment examines 

the use of knowledge. (PISA Croatia, 2016).  

Research shows that it is necessary to "break the school memory" and that 

schools often do not assess the variables that are important for success in 

work and life process of (Matijevic, 2005). European reference framework on 

key competences to be perfect learning was defined and adopted in 2006 

(EUR - Lex, 2006). Key competences are defined as portable multifunctional 

set of knowledge, skills and attitudes necessary for all individuals for their 

own personal self-fulfillment and development, social inclusion and 

employment. Develop it needed until the end of compulsory education or 

training and provide a foundation for further learning as part of lifelong 

learning. Competences are generic and would be required to develop each 

competency in each area. On the other hand, negative attitudes, regardless 

of the acquired knowledge and skills, preventing the development of 

competencies. The eight key competences to be perfect learning should be 

developed in parallel. Using theater pedagogy and drama education in the 

fields of science should no longer be unusual.  

 

The problem of relevance and knowledge application has been continually 

improving by transforming the educational systems through the 

development of the students’ competences and with clearly defined learning 

outcomes. The studies show that it is imperative to abolish the teaching 
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methods that make students memorise. They also show that schools do not 

assess the variables that are important for success in work and life processes 

(Matijević, 2005).European reference framework on key competences for 

lifelong learning was approved and adopted in the year 2006 (EUR – Lex, 

2006) Key competences are defined as transferable multifunctional set of 

knowledge, competences and attitudes necessary for all individuals for their 

self-fulfillment, development, social inclusion and employment. They should 

be developed by the end of compulsory education or training and should 

provide a foundation for further education as a component of lifelong 

learning. Competences are generic; each competence should be developed 

separately in different areas. On the other hand, negative attitudes 

regardless of the acquired knowledge and skills hinder the development of 

competences. The eight key competences for lifelong learning should be 

developed simultaneously. The use of theatre pedagogy and drama 

education in teaching science subjects should no longer be regarded as 

unusual.  

In addition to the problems caused by the negative attitude to physics, it 

stressed the problem of the acquired content.  Despite the teachers’ great 

efforts most high school students and college students even after 

completing secondary and/or higher education encounter serious problems 

in understanding the basic concepts of physics. Physicists approached the 

problem with systematic research already forty years ago. The research 

showed that the students’ comprehension of the various physical concepts 

and phenomena varied greatly depending on the teaching methods applied 

in their schools (Driver et.All., 1994) In various research papers they are 

classified as: misconceptions, preconceived notions, “alternative” 

interpretation. The starting point of the research is the fact that the students 

are not a blank piece of paper or tabula rasa but have experience and 

knowledge which together form a mental structure by which they compare 

the new data. Increasingly it is known how man creates mental models 

through which he observes the world around him.  

Such models can help interpret certain phenomena, but also determine the 

approach to life situations. On account of the created mental models the 

high-school and university students come to physics classes with incomplete 

and incorrect understanding of physical concepts,  and the methods of 

teaching do not allow the development of conceptual thinking (Redish, 

1994). Teachers need to put an immense effort into changing their concepts.  
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In the first phase of research (the interviews and open-ended tests) it was 

shown  that the students’ perception of certain physical phenomena, which 

were traced in several studies on the samples of  high school and university 

students from different countries,  different educational systems, different 

age groups and different levels of teaching was strikingly similar. The 

consequence of this revelation was the preparation of tests, which included 

the answers offering the most frequent alternative concepts detected in the 

interviews and tests of the open type. Some of such tests came into wide use 

and provoked a unique turning point in physics class. The conceptual test of 

mechanics (CTM) prepared by the American physicists Ibrahim Halloun and 

David Hestense had the greatest impact. It was first published in 1985 

(Halloun et.all.1985) to be amended and completed up to the year 1992.  

 

CTM immensely affected the teachers’ attitude to teaching physics. In this 

seemingly simple test most students achieved below average results, even 

after completing the first semester at university. The results could not be 

ignored as they were conducted on literally more than thousands of high 

school and university students in most American states and worldwide. CTM 

set a unique standard for evaluating/ measuring the basic conceptual 

understanding of mechanics 

The results of the research had an impact on the development of the new 

teaching strategies the basic premise of which was that the high school and 

university students should be required a high level of intellectual 

engagement and activity. It is getting more and more obvious that 

traditional way of lecturing should be transformed into an interactive 

environment, promoting active learning. The introduction of drama or 

physical theatre in teaching is another step away from traditional activities 

as it fosters team work, discussions and experiment based learning in which 

a student is placed in the focus of research. Although experiments are a 

significant factor of the educational process as they help students 

understand concepts better, the student’s body becomes the subject of the 

experiment in the laboratory. The experience of friction, mass, space, 

causality, force loads, the forces of interaction, sensing speed, frequency, 

acceleration, and a whole series of other concepts significantly contribute to 

even stronger cognitive conflict and consolidating the previous notions 

about the content.  
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Levels of use of educational theatre in teaching physics 

 

The system of using theatre in teaching physics has been developing (for 

fifteen years ) into four different levels: perception, creativity, cooperation, 

planning. The first three levels are used in the classroom, while the fourth 

level is still located in the theoretical and methodological formation.  

The Rubikon Theatre is an independent, non-institutional, experimental 

theatre. One of its attributes is its transdisciplinary in the field of art, science 

and education. All Rubikon's productions are based upon the direction and 

dramaturgy, which both consider the principles of physical theories. The 

principles of physical theories are directly applied in the creation of 

performances. The plays themselves are contextually very seldom directly 

linked to the physical laws and principles. They are extremely visual and 

mostly non-verbal. The Rubikon Theatre was founded with the aim of 

implementing the principle of creating works of art based on the principles 

of physical theories. The process is two-way. Just as physics is used for the 

creation of works of art, so is art used in modern teaching.  

The level of perception is limited to active observation as well as active 

listening, which requires a solid preparation. The preparation involves  an 

awareness of the series of physical concepts which can be easily detected by 

monitoring the performances. If the high school and university students 

understand certain concepts they will be able to identify and discuss them. 

In the play Jabuka (An Apple), for example, the co-production of the Rubikon 

Theatre and the Istrian National Theatre- City Theatre from Pula on the 

scene there is neither a shift nor a single provider. The space is redefined by 

different lighting. The music in the show is folded so that one of the Bach’s 

fugues is »dismantled«. The »adaptation«, reinterpretation and 

transformation of the individual parts provide the background music. Bach's 

revolutionary music lies in creating a scale of twelve half tones (instead of 

eight) which enabled a transfer and transition through different scales. Thus 

the composition was no longer trapped within a single scale. The sound is 

the result of sound vibrations; either on the wire strings of the instruments 

or a column of air in wind instruments in special conditions of the reflection 

of mechanical waves, creating standing waves that we perceive as a tone. 

The change of the frequency standing waves (increased energy) creates new 

types of standing waves and their subspecies (an accordion). These can be 

explicitly calculated by mathematical analysis. Fourier’s analysis divides 

complex audio formats into components that are mathematically described. 
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Composing is thus perceived from Bach’s and physical-mathematical 

perspective in which physical and mathematical formulae are expressed with 

music, while Bach’s music is expressed with mathematical concepts. Such 

perception represents a highly interesting area for a discussion about 

physical concepts. However, this is only one aspect of the performance. Each 

show includes a whole series of such aspects. For example, the above 

mentioned background music in the play Jabuka ( an Apple is aligned with 

the lighting which implicitly illuminates the space while the beat and the 

rhythm of the music also determine the change of time segments. The space 

and time and their amendments seen from the aspect of physical theories 

become the theme of discussion after each performance. In the Rubicon 

Theatre such debates are organized immediately after the performances, on 

the scene in the presence of performers.  

The level of creation includes the students' active participation in the 

process, especially in dramaturgy. The main idea is to transform the physical 

concepts into a piece of art. For example, the aim of the play (Tit)ray, a co-

production of the Rubikon Theatre and TOFA was to present four images of 

physics (theory) through its geometry: classical physics, a theory of relativity, 

quantum physics and the theory of deterministic chaos. The setting was a 

specially designed box with a minimal appearance of an executor, a 3D 

projection mapping and the empty space. The only object inside the box was 

a cube. Classical physics represents Euclidean geometry through one, two or 

three dimensions. The result was an image and visually  created a circle. 

When the space was filled with smoke the same program »added« a new 

dimension in visual geometry. Thus, the point became the length (the end 

points of the projector and the wall / floor area). The circle became a layer of 

the light cone, while other shapes became planes and areas…  Einstein 

geometry reflects the curvature of space and time.  Therefore, the coordinate 

grid featured in the work of classical physics, presented in the work of 

Sebastian Serlio is an empty scene "sucked" into the sun, "implemented" in 

Serlio’s works. The Sun then "turns off", turns into stone and a grain of sand 

forming a desert. The poetry of desert inspired the works of Salvador Dali. 

Through the desert comes a ten meter high locomotive with the number 299 

792 - the value for the speed of light, moving so slowly that its transition 

takes almost fifteen minutes. In this way it shows the curvature of time which 

reflects in the equations of special relativity as the slower perception of the 

passage of time in the systems moving at higher speeds. Another example in 

the same performance presents the theory of determined chaos of fractal 
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geometry. The resulting scene shows two trunks. One trunk is huge and 

black and white, and the other is smaller – a bonsai (drawn on the cube) and 

in colours. Under the large trunk occurs an apple and rises to the branch. In 

this way the problem of the duration of time in the physical laws is implied. 

Not a single physical law depends on the duration of time.  Physics is the 

same regardless of the motion to the past or future and regardless of the 

fact that the planet rotates around the parent star in a clockwise or counter -

clockwise direction. (This is also part of classical physics.) The projection of 

the trunk of an apple is rotated by ninety degrees, the apple transforms into 

the heart. Then it is shown that the black-and-white trunk was not actually a 

trunk, but the shot of the circulatory system of the lungs…  

The examples from the second level can explain the possibilities of 

preparation if the performance is used for teaching at the level of 

perception. 

 

The third level of teaching provides cooperation in a specially conceived 

theatre workshops. The workshops are based on Meyerhold's biomechanics, 

De Crox’s dramatic body language and numerous theatrical and dance 

techniques. The workshops provide active physical work. They include 

warming up, physical exercises, learning about theatrical techniques, specific 

exercises and relevant tasks. In the problem solving stage an (constructivist) 

approach is important. For each task it is necessary to predict the outcome 

of the exercise or task, and a logical explanation of the result. All 

suggestions and explanations are taken into account. After the initial debate 

the practice is conducted, followed by a discussion of the outcome. Unlike 

the experiments where the students handle objects and explain the reality of 

strictly controlled conditions and repeatable events in theatre workshops, 

the student’s body becomes an exper iential object directly felt and perceived 

by spatio-temporal aspects of the events, conceptualised beforehand. 

Because of this such workshops represent a huge potential in the 

development of mathematical and basic competences in science and 

technology. 

 

The fourth level provides for the use of procedural skills by assembling 

methodically designed exercises and tasks, which are based on the physical 

content and are implemented in theater workshops. This level presents 

encourages excellent students to pursue further activities. The breakdown of 

the methodology at this level can help the faculty in teacher training in 
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physics and mathematics, as well as the teachers who want to use 

educational theatre for teaching physics.  

 

 

Improvement of mathematical and scientific competences 

 

The results of the multiannual investigations at the University of Rijeka have 

shown that theatre workshops as one of the teaching methods have largely 

contributed to a substantial improvement of the basic key competences for 

life-long learning among the students of engineering physics. (Peranić, 

2015). The workshops were carried out as an integral part of a practical 

component. For the needs of measuring viewpoints a specific questionnaire 

was made. Cluster analysis was used for the classification and the structuring 

of particles. Reliability of the questionnaire was confirmed by the analysis in 

which the coefficient Cronbach-alfa was 0,818.  The validity of the 

questionnaire was analysed by dividing the particles into two subgroups with 

a 0.773 correlation, and the coefficient Guttman split-half amounted to 

0.871. The factor analysis showed that all particles are represented by a 

single factor. From this it can be concluded how the questionnaire which 

measures the viewpoint on teaching physics has been drawn up. Conceptual 

knowledge was measured with a diagnostic test from the conceptual 

mechanics (CTM). 

The research was being conducted over two academic years. The students 

were divided into three groups; one research group which included 

workshops for teaching and two control groups that did not include 

workshops. In the research group and one of the control groups the 

verification of the questionnaire and the test was carried out before and 

after the lesson. In the other control group it was conducted only after the 

lesson so as to exclude the possibility that the final results would be affected 

by the memory of the content of the questionnaire and the test.  

 

Although all the groups evaluated physics as equally difficult (there was no 

statistically significant difference), the research group had a statistically 

significant difference concerning the positive attitude to physics, 

experiments in class, as well as the viewpoint that workshops help in coping 

with new challenges. It is statistically important that the students of the 

research used fewer possibilities of supplementary tutoring. In the control 

groups, however, there was no statistically significant difference in the 
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results. CTM test results of the research group were statistica lly significantly 

different, as they were much better than the control group.  

 

 

Conclusion  

 

In conclusion, it can be stated that  the workshops of non-verbal theatre as a 

teaching method significantly improves the students' attitude to learning 

physics and physics in general, and at the same  time it improves conceptual 

understanding of the content. Thus it has been shown that the above 

method improves the suitable competence for life-long learning.   
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Tomaž Lapajne Dekleva 

ROLE PLAYING IN TEACHING SCIENCE 

 

 

Tomaž Lapajne Dekleva works on a didactic technique role-playing when 

teaching science. Levels of role-playing are explained and a theory of the 

context of drama situation at teaching is developed. Forms of 

implementation of interactive performances and theatre performances are 

reviewed. Didactic role playing is focused in details and the effects are 

discussed: increased motivation for learning, more positive classroom 

climate, better across curriculum bonding, change of views, change of 

statements and consequently change of behaviour, learning of social skills, 

learning of critical thinking, learning of argumentation and science language, 

reaching higher levels of knowledge and better connection to everyday life. 

Weaknesses of the use of role-playing when teaching are also described. 

 

Key words: role-play, theatre in education, drama in education, teaching 

science, motivation. 

 

 

Roleplaying is a multitude of different activities; however, the basic idea, 

which comprises all, is that in some cases a part of the participants, in 

certain cases all the participants of the learning process, assume a role and 

stand out from the situation, which is defined by real time. Roles are taken 

over in almost any pedagogical process, for example, when the teacher 

poses a question to students to examine their knowledge. In this case, the 

teacher plays the role of someone who does not know the answer, and 

students share their knowledge, although it is clear that the teacher already 

knows these things, usually better than students. This of course is not 

defined as a didactic technique of roleplaying. In roleplaying, it is important 

to establish imaginary situations – dramatic contexts. If the teacher merely 

asks students, at what temperature water boils, he/she has not yet 

established an imaginary situation in which knowing the water boiling point 

would affect this imaginary situation, the consequences of knowledge or 

ignorance are only reflected in the real situation – the teacher reacts to 

students’ knowledge or ignorance as a real teacher. In roleplaying, it is not 

important whether students assume the role of someone else, as they can 

also assume the role of themselves. The establishment of an imaginary 
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situation, rather than assuming the role, is crucial in determining the concept 

of roleplaying. 

 

If we wish to clearly delineate the concept of role and character, and the 

concept of drama and theatre technique, we should delimit the stages of 

roleplaying.  

1. The first stage is self-assuming the role of oneself. The participant in 

the learning process is placed in an imaginary situation in which 

he/she must react like himself/herself.  

2. The second stage is assuming the role of oneself in the group. The 

participant in the learning process is placed in an imaginary situation, 

in which he/she must react as himself/herself in a relationship with the 

other participants in the learning process, who are also placed in an 

imaginary situation. In this case, the importance of communication and 

social skills is emphasised. 

3. The third stage is assuming the role of someone else whereby the role 

concerns the group. The participant in the learning process is placed in 

an imaginary situation, in which he/she must react the way he/she 

imagines that the person would react. It is about assuming the role of 

a real or imaginary character.  

4. The fourth stage is to independently assume the role of someone else. 

The participant in the learning process is placed in an imaginary 

situation, in which he/she must react as he/she imagines a person or 

character would react in relation to the other participants in the 

learning process, who are also placed in an imaginary situation. Again, 

it is about assuming the role of a real or imaginary character, whereby 

the importance of communication and social skills is stressed.  

5. The fifth stage is the use of any type, described in the first four stages, 

with the addition that the process takes place before an audience, and 

stresses the importance of the process for the audience.  

In the first four stages, we talk about dramatic techniques; in the fifth stage, 

we also talk about the theatrical technique, as it involves assuming roles in 

front of the audience. The character is more precisely defined than the role. 

The character is imaginary or real person with personality characteristics, 

while the role is only defined by the function performed in a dramatic 

situation.  
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Some didactic techniques of teaching science use the context of dramatic 

situation, but do not require roleplaying. An example is teaching the 

knowledge on chemical particles and the periodic table by means of 

visualisation, short stories and compositions on atoms and molecules. 

Students are placed in the context of dramatic story: for example, a periodic 

table is presented as a city with inhabitants – elements; students write the 

addresses of individual elements, whereby they must be familiar with the 

system of periodic table regulation or provide a detailed description of 

properties of the element, which is reported as missing, and police officers, 

other students, must find it based on the description. The technique provides 

students a tool supporting learning, interpreting, and building the 

understanding of abstract themes.  

 

In roleplaying in science, students can assume the roles of:  

1. Inanimate things – such as the visualisation of protein synthesis, 

whereby students represent ribosomes, DNA, transfer RNA, 

messenger RNA, amino acids. The teacher assumes the role of the 

enzyme and directs students through the room and determines the 

correctness of the bonds formed by students;  

2. Living beings – plants and animals, or parts of plants and animals;  

3. Impersonation of ideas or concepts – the example of impersonation 

of safety in carrying out chemical experiments;  

4. People – the most commonly used mode. 

 

Students’ role assumption can be divided into four basic stages:  

1. Assuming the role of things – which involves depiction, 

visualisation of certain natural phenomena where participants of a 

learning process represent concepts that they learn; e.g. students 

represent different atoms, and “create molecules” by touching with 

the hands (with one hand for a single bond, two for a double bond);  

2. Assuming the role of oneself – this means that the teacher creates a 

context of dramatic situation, in which the participants of a learning 

process react as they would react in a real situation – they 

represent their own views and positions;  

3. Functional role assumption – where those who assume the role, 

rationally take over the views and positions of the character, 

defined by its function. In doing so, we can distinguish three types 

of functional role assumption: 
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a.) Functional assumption of social roles – e.g. assuming 

the role of a child, old man, teacher, etc.; this form is 

not common in applying roleplaying in teaching 

science; however, it is common in learning social laws 

and skills; 

b.) Functional assumption of lay roles – e.g. assuming the 

role of village inhabitants, affected by the pollution of 

a nearby factory; it involves normal people who 

generally do not have the expertise on the matter 

concerned; 

c.) Functional assumption of professional roles – e.g. 

student plays the role of an engineer in the plant that 

pollutes the environment, but also provides him social 

security. The role does not involve any specific 

person, but is defined with the professional function 

of a person in the discussed imaginary world. 

4. Assuming the role of a character – the assumption of the role of a 

specific person, real (e.g. historic as Marie Curie) or imaginary (e.g. 

student to whom Marie Curie discusses her discoveries – such 

student certainly existed, but in assuming the role we cannot rely 

on a real person).  

All these stages involve the use of scientific knowledge; in the first stage, we 

try to achieve lower cognitive goals, and higher in the subsequent stages.  

 

In assuming functional roles in science course, students most commonly 

assume the role of professionals who need to solve a specific problem or 

produce an expert opinion. The role of expert may be assumed individually 

or collectively. A simple form of this type is the “hot seat”, where one or 

more students sit in front of the entire class positioned in the role (or roles). 

Other students pose questions in connection with the selected issue (the 

point of focus), as if they were journalists at a press conference, and 

students who assume roles reply in accordance with their character. This 

technique enables the exchange of science information, and the exploration 

of social attitudes.  

 

If a teacher assumes the role, he/she can organise the work in the classroom 

so that the teacher or the teacher and students assume roles. In the second 

case, students may have several different roles, or a unified role; therefore, 
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the didactic process includes only two roles – the role of the teacher, and the 

role of students. The teacher assumes the role with a different purpose than 

students. The teacher in a role is a safe form of the use of roleplaying since 

the teacher has more control over the work direction in the classroom than 

students. The teacher who decides to play a role for an hour or part of an 

hour typically also uses a simple costume and props, which facilitates the 

creation of distance towards reality in the classroom. The teacher can stop 

the roleplaying, step out of the role and summarise what has happened, 

draw attention to an aspect or provide a scientific fact, which may be 

important for further work. For greater clarity between role assumption and 

reality, the teacher usually uses a symbol – puts on or takes off a costume, 

opens a large book, etc.  

 

The didactic version that involves role assumption in front of the audience 

can be called performance. We distinguish two types of educational 

performance: professional theatre performance and performance, prepared 

by non-professional artists, usually participants in the learning process.  

 

The performance consists of several stages, irrespective of who carries it out:  

1. It may be a highly theatrical performance where actors play roles 

based on written texts, in costumes, on the scene with light and sound 

effects, etc. 

2. It can involve collaborative performance1, partially improvised and 

performed by actors, in which students actively participate – they can 

develop own ideas by making proposals, adopting decisions, or 

playing characters in the play.  

3. It may involve a simulation, which is a highly structural roleplaying, 

and the practice of decision-making in simulated real-life situations 

where students research the situation, which can occur in the real 

world. Thus, students solve problems and make decisions in roles that 

never require acting as a character. If the simulation uses highly 

theatrical techniques (roleplaying in front of the audience in an acted 

play plot), it can be classified in the category of performance, 

otherwise not. 

 

                                                 
1
 educational drama (ang.). 
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The use of the method of roleplaying in education can on the one hand 

result in a very active participation of students who assume roles, or even 

characters, and on the other hand a passive observation and listening by 

other performers. In both and all intermediate cases, it is important how 

students see and accept their position and attitude towards drama 

development, situations and people (characters) that trigger events. Well -

designed roleplaying creates a situation, in which events develop 

contradictions, and the student intensively deals with the point of focus, 

which is defined as teaching material. If the student is not directly involved 

in a conflict of interest, then he/she is not the source of own learning 

process, but is only guided by the teacher. In this case, the student merely 

repeats things presented by the teacher, and fails to make full use of the 

pedagogical potential of the roleplaying. If the student is emotionally and 

intellectually involved in the situation, and considers that the problem, 

determined by point of focus, should be resolved in a concrete and realistic 

way, and is not satisfied with the theoretical and unrealistic solution, his/her 

understanding of the subject matter can be further developed and 

deepened, not like in the case when he/she is satisfied with the theoretical 

solution, unrelated to the life. The teacher who knows how to exploit 

possibilities offered by the roleplaying is not only dedicated to what should 

happen, but also to what is actually happening, and constantly adapts 

his/her work to the development of the situation. 

 

The point of focus2 and dramatic tension3 are important elements common 

to a wide range of didactic techniques with the roleplaying as the basis. The 

teacher as someone who selects the point of focus should challenge views, 

which are important for the development of conflicts, and direct to the point 

of focus. If the point of focus is well selected, the work and the views of all 

participants in roleplaying will became realistic and the participants in the 

learning process will feel personal loyalty towards the creation and consider 

that they have experienced something important during the process. 

Dramatic tension is a necessity that can be achieved with time constraints 

and in relation to the value and importance of the task; the more important 

and worthy the task is for participants, the greater is the dramatic tension. 

The time component, the simplest form, is the determination of the end of 

the programme and an additional motivating factor that increases the 

                                                 
2
 focus (ang.). 

3
 tension (ang.). 
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interest in the work. Nevertheless, the tension, which arises from the 

selection of the focus point, is stronger and more stimulating than the 

tension in connection with the time component.  

 

The use of didactic roleplaying is characterised by the following stages:  

- The presentation of topic; students react to the information and 

presented challenge. At this stage it is essential that the teacher 

raises interest in students with a clearly defined point of focus, 

motivates them and stirs their imagination in the direction set by 

discussed educational material;  

- Work organisation; the teacher explains the workflow, where 

appropriate, divides students into groups, delegates tasks and sets 

work schedule; 

- The exploration of situation; in this stage, students deepen their 

knowledge and understanding of the discussed subject matter and 

formulate their views in mutual discussions within and outside their 

group; 

- The presentation of views; students present the aspect of the 

problem from the perspective of the role that they have assumed. 

The group of students simply presents its discoveries to others;  

- Communication – discussion and negotiation. Students are forced 

to improvise in order to express the understanding of issues. This 

changes the way students perceive themselves, and leads to further 

search of new models for increasingly precise symbolically 

expressed meaning. 

 

The presentation of topics 

The teacher can present the topic at the beginning, upon providing the 

information in the form of short stories, newspaper article, description of 

historical event, documents (letters, scientific reports, measurements in the 

field, statistical reports, etc.), objects, etc. Usually the roles and their 

interrelations are determined before the presentation of the point of focus.  

 

Work organisation 

If the groups of students assume roles, students can be divided into groups: 

- Randomly, which is the fairest way of allocating students in groups; 

however, a partition of group of friends can lead to a reluctance 

and disable productive work; 
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- Freely, whereby students divided themselves into groups and 

participate with classmates who are close to them. This mode can 

be stressful for students who do not have a strong social 

relationship with classmates, or can lead to even stronger students’ 

resistance if the teacher is forced to rearrange students from one 

group to another; 

- Based on the teachers decision who will form the group. This 

method allows the formation of balanced groups; however, 

students might get the feeling that the teacher discriminates them 

or manipulates with them. It might happen that the teacher applies 

inappropriate criteria for the formation of groups. 

It is useful to divide students into heterogeneous groups and thus meet the 

socialisation objectives of the teaching curriculum.  

If students assume roles individually, roles may be distributed:  

- Randomly – it might occur that a student is not able to cope with 

the role, which requires a lot of knowledge and skill;  

- By taking into account students’ skills and knowledge, students 

might consider that the teacher discriminates them or manipulates 

with them. 

Cards with the description of roles and the necessary information are very 

useful tool in the organisation of work. Cards enable the teacher to present 

different roles in a short period, when there is no need to provide the facts 

to all students. In particular, these cards are useful when the teacher prefers 

that students do not obtain the same information or become familiar with 

the details of the roles of others.  

 

Exploring the situation 

Students can collect information and deepen the understanding of the issue, 

which the teacher presents as the point of focus, independently by means of 

literature, working material, provided by the teacher, or by exchanging 

opinions within the group. Especially in the lower levels of education, it is 

important that the teacher does not demand from students to assume roles 

too soon, since they can take it too superficially – stereotypes have excessive 

impact, which means that students do not address issues adequately. 

Therefore, at the beginning, some teachers only allude to roles. They use 

phrases such as: “If we were a paper factory, we would...”  
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The presentation of views 

In this phase, students in the roles present views on the issue presented by 

the teacher as a point of focus. Although it involves presentation in roles, 

the teacher should ensure that students take into account that it involves 

positions formed based on the role, which derive from own personal views 

and knowledge. Of course, we should not forget that students can also play 

themselves – at the second stage of assuming roles. Students like to resort 

to stereotypes and the teacher’s job is to help them express their inner 

attitudes and values. Even though it sounds contradictory, the skill of 

assuming the role is to behave in harmony with oneself, which may trigger 

students’ personal views on natural sciences and their role in society. In 

didactic forms, where teachers and students do not stand out from their 

usual roles, students tend to contribute to the work what they believe the 

teacher expects from them. In well-defined roleplaying, where the teacher 

assumes different statuses, most appropriate in connection with the course 

of play, students are released from hardened relations and stereotypes and 

can express views that are more personal. It is important that a t this stage, 

students and teachers avoid commenting on the observations of others and 

discussion. 

 

Communication – discussion and negotiation 

Many authors separate the discussion from roleplaying, which means that 

the discussion is not carried out in roles. This is of course also possible; 

however, upon this we lose the potential that is provided by being safely 

hidden behind the role. When using roleplaying teacher should pay attention 

not to impose dogmas that prevent discussion and reflection. He/she should 

facilitate the compliance with various truths, the recognition of opposite 

positions, and direct students towards the rationalisation of emotional 

opposition. This means that the teacher should clearly reject the students’ 

expectations that he/she knows the “correct” answer to the posed dilemma. 

Prejudices or firmly established position can be used for an initial 

provocation of students’ response or research.  

 

All experts who deal with didactic roleplaying note that the teaching of 

natural sciences is often focused on understanding basic facts and 

definitions – this factographical knowledge is not burdened by its usefulness 

in everyday life. Teaching is conceived in such a way that the focus is mainly 

on the teacher; it bases on texts and is focused on the written examination. 
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Usually, the teacher has high status in connection with work in a classroom. 

The term status, as used in this article, defines an individual’s position in the 

social structure in the classroom. A person with high status determines  what 

will be done in the social structure, lays down the rules of conduct and 

directs the events. A person with low status follows rules laid down by 

people with high status in this social structure. Occupations, which require 

the adoption and enforcement of high status, are: teacher, conductor, police 

officer, security officer, etc., Occupations, which usually require a low-status 

are: waiter, vendor, hostess, etc. The status is not necessarily connected with 

formal power assigned to a person, for example, a vendor can have a high 

status and ignore client’s wishes and tell the client how to behave, but such 

vendor will be very unpopular with clients, since most people, this also 

applies to students, do not like having their status degraded. People would 

also be dissatisfied and confused, if a conductor or teacher had low status, 

since everyone expects them to enforce rules of behaviour in the public 

means of transport or classroom. Interestingly, a person with extremely high 

status does not need to be physically present in a group of people in order 

that the group follows the rules established by the person, when the person 

is part of the social structure. Therefore, family members live according to 

the rules set by father with high status, despite the fact that he has been 

dead for several years and cannot impose his status. The rules of behaviour 

in the classroom apply even if the teacher is not in the classroom. One of the 

biggest advantages of assuming roles is that in playing the role, the teacher 

can temporarily change status arrangement in a classroom. Most often a 

teacher who plays a role seemingly assumes a lower status than a student or 

group of students who also play roles. The teacher can at any moment jump 

out of a role and instantly regain a higher status in order to organise the 

work. The status of the teacher in a role is usually inversely proportional to 

the age of the students. Teacher should have a high status, and more solid 

role in the heart of the action when he/she works with younger students.  

 

 

 

Timing  

Roleplaying as a didactic technique can be performed in one piece (in one 

hour, two hours or several hours of programme) or in a series (divided in 

days, weeks, months, or years). One of the advantages of a series is that 

students have the opportunity to individually or collectively prepare for the 



47 

 

next part of the performance, which enables the use of research, 

experimentation, selection, etc.  

 

The appropriate age of students 

The literature on the education of roleplaying indicates a wide range of 

students’ age. There is a problem with very young students since they do not 

have much life experience with different roles. In any event, it is necessary to 

adopt the form, not only the content, to the students’ age.  

 

Covered topics 

Upon reviewing the literature, I determined that most writings discuss 

roleplaying in connection with social, ethical and health (mainly AIDS) topics 

and far less with scientific topics. The descriptions of projects, which used 

roleplaying in science courses, mainly encompass environmental issues or 

issues related with the history of natural sciences. The most outstanding 

connection on environmental issues is the one between natural science facts 

and different views on problems and the one on decisions in everyday life.  

 

Effects 

The basic principle of roleplaying is that students, in a greater or lesser 

extent, slip into the roles or characters that operate in different 

environments than students. They empathise with their, and consequently 

own, feelings and temporarily assume their views. This enables us to achieve 

several effects: increase motivation to learn, improve working atmosphere in 

the classroom, consolidate links between various school subjects, encourage 

the creation of views, positions and consequently students’ behaviour, 

students obtain social skills, knowledge on scientific language and 

argumentation, acquire a higher level of knowledge and associate it in 

greater extent with life and students’ experiences.  

 

Increased motivation for learning 

All authors who write about roleplaying in the classroom emphasise that it 

significantly motivates students for the work in the classroom. It was 

determined that science subjects, in which roleplaying was used for teaching, 

became more attractive to students.  

 

Better classroom atmosphere 
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One of the important conditions for effective learning is work organisation, 

which creates an appropriate learning atmosphere. One of the most de-

motivating factors in teaching is an unpleasant, depressing atmosphere that 

makes classes boring. Well-managed roleplaying creates a pleasant and 

creative working atmosphere in the classroom.  

 

Interdisciplinary integration 

The school programme consists of various subjects. Despite this 

fragmentation, the entire school programme is founded on some basic ideas, 

which are often not clearly reflected in the curricula, but form an indivisible 

part of the educational process. Roleplaying allows us to explain part of the 

learning content with the idea of the whole and connect knowledge that we 

have received in various subjects. Traditional didactic methods do not 

usually encourage cross-curricular links, but rather consider each school 

subject as a unit on its own. Schools solve this problem by so-called projects, 

where a common topic discussed at different subjects is selected, or by 

determining to a teacher to link specific topic within the subject with other 

subject. Thus, students get a broader insight into the chosen topic; however, 

this raises the question whether it involves teaching different topics, defined 

by different school subjects, which are linked by the same umbrella term. 

Thus, students probably do not get in-depth knowledge of the content, but 

learn only from the perspective of the individual subject.  

 

Changes of views, standpoints and consequently knowledge 

Probably the strongest impact of the roleplaying in science education is that 

students develop their views and observations on natural phenomena and 

develop their skills of expression and formulate arguments through the work. 

In the roleplaying, the problem, which should cause a change of 

consciousness in students, is highlighted. The first step is to become aware  

of own students views, their feelings and values, and determine how they 

differ from other students since roleplaying provides a safe environment for 

expressing views and feelings, which are in any case, positively accepted, as 

students are hidden behind the role or character. If they are negatively 

accepted, this negativity is directed at the role or character and not the 

student personally, since the student is not personally responsible for the 

expressed standpoints.  

 

Learning social skills 



49 

 

Authors, who write about the use of roleplaying in teaching science, 

emphasise its importance for the development of social skills and the 

achievement of the objectives of socialisation in science subjects. Students, 

who find themselves in new roles, are more aware of their positions and 

better understand the views of others. It is important that students try 

different ways of behaviour in roleplaying, also those, which they consider 

unusual. This way of work encourages the cooperation of shy and socially 

isolated students and develops skills that are necessary for successful 

teamwork. With roleplaying students, examine behavioural patterns, which 

they will needed after the completion of education and training. The 

indicated arguments apply to a lesser extent to the examples of roleplaying, 

in which the student takes the role of items. They refer only to examples 

when the student assumes the role of people and where imaginary social 

structure appears at work. However, it should be noted that the point of 

focus in the use of roleplaying in teaching science is usually not focused on 

social skills.  

 

Learning critical thinking, argumentation and scientific language  

Roleplaying at science class is never merely a means of presenting 

information, but, among other things, a tool that helps us develop critical 

thinking and clear arguments.  

 

Achieving higher levels of knowledge 

The performance of obtaining a lower level of knowledge in the use of 

roleplaying is similar to that of traditional methods. Contemporary trends in 

teaching tend to promote higher levels of knowledge, by using a large 

variety of didactic techniques – mainly those, which highlight highly active 

student cooperation. 

 

Connecting knowledge to life 

Roleplaying provides a very natural connection of teaching natural and social 

skills, thereby enabling a clearer importance of natural science in everyday 

life.  

 

The disadvantages of roleplaying 

Roleplaying requires a leap in the world of imagination and willingness to 

assume dramatic context as fact, which cannot be achieved by the teacher’s 

simple command to students. Nobody can abandon his or her social role 
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upon demand. Although roleplaying is technically and organisationally 

relatively simple and can be used by teacher without specific prior 

experience, it can be misused, which leads to the fact that students are 

bored or forcibly pushed into situations in which they are uncomfortable and 

reluctant participants. With this method we cannot achieve goals, which 

roleplaying otherwise allows. Many teachers are not confident in conducting 

discussions with uncertain outcomes. It is also hard to ensure that all 

students equally participate in the process irrespective of their ability. The 

teacher should immediately intervene if students find it difficult to 

participate in the group. Teachers often manage work too autocratically and 

students only follow tasks strictly limited in scope; consequently, they cannot 

develop potentials of roleplaying – students cannot upgrade own knowledge 

and understanding. On the other hand, the lack of leadership, which fails to 

constantly direct the work to the point of focus, leads to a chaotic 

atmosphere that does not contribute to learning. When using roleplaying the 

teacher has less control over what students learn than in connection with 

traditional methods, therefore the sense for observing what is happening 

with students, and the sense for directing work in the desired direction is all 

the more important. In addition, the teacher must have a proper self -esteem 

and courage to be able to establish different statuses, which are uncommon 

in school. Many teachers see the roleplaying as a threat to the regular order 

established with the teacher’s authority. They fear that they will not be able 

to get students out of roles into the scheme of relations that apply in school. 

It may occur that the explanations of natural phenomena are more quickly 

excessively simplified than with traditional methods. In addition, roleplaying 

is timely challenging, as it requires a lot of time for preparation, 

implementation, evaluation and eventual reimplementation. Roleplaying also 

requires additional work from teachers, and sometimes much space. It can be 

noisy and include a lot of movement. Some teachers reject the work in 

roleplaying by arguing that it is too much fun and frivolous and therefore 

cannot lead to progression in knowledge.  
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Aleksandra Schuller 

CREATIVE PROCESS AND THE ART OF REFLECTION 

 

 

Abstract:  

The article focuses on the importance of professional (auto) reflection in 

understanding the creative process as art, art-pedagogy, art-therapy, 

research, and supervision practice. Upon this, the reflection is treated as a 

personal tool by which the practitioner creates, develops, and maintains its 

professional identity and professional autonomy.  

 

Ključne besede: ustvarjalni proces, refleksija, umetniška praksa, umetnosti v 

izobraževanju, umetnostne terapije, umetniške raziskave, ustvarjalna 

supervizija 

 

The creative process and the art of reflection 

 

As in many other interdisciplinary disciplines, practitioners in the field of 

contemporary theatre pedagogy still face the challenges of self -

determination: in the Slovenian area, professional issues (Schuller  2010) – 

perceived some years ago – related to the theoretical conceptualisation of 

heterogeneous practices, which share the umbrella term of theatre pedagogy 

and the focus on performance as the most common expressive modus of 

creative-pedagogic process, remain unresolved.  

The diversity of practices and understanding of theatre pedagogy is also 

linked to the fact that this professional field is formed on inter - or even 

transdisciplinary ways. Therefore, the article focuses on (auto) reflection as a 

professional tool, which enables practitioners to establish and develop a 

deeper understanding of their own work and thus monitor the features of 

their theatre-pedagogical practice, and consequently gain important 

information for its upgrade in the direction of maximum harmonisation with 

the actual needs of the environments in which it is conducted. The indicated 

is crucial also for the formation of the theatre pedagogues’ professional 

identity.  

The baseline questions are: “What is my approach to theatre-pedagogical 

work, how do I conceptualise and implement it; what is my creative response 

to specific circumstances and perceived needs of individuals / groups in 

different working environments? How do I develop own working 
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methodology: is it a carefully deliberated or random selection of different 

exercises, approaches, and methods encountered during the training within 

my primary profession or in subsequent training in the field of theatre 

pedagogy or a feeling of professional autonomy, which enables me to create 

and test new theatre-pedagogical approaches within own practice 

development, which can be justified? How do I explore the effects of own 

work method: alone or in dialogue with professional colleagues?”  

Such reflection develops an individual’s ability for multi-level assessment of 

what is happening in his / her practice; it is not oriented towards simplifying 

and value judgments, but rather to identifying features, understanding and 

development of various aspects of own work.  

In the field of theatre pedagogy, active players most often belong to one of 

the following groups - according to their principal profession: 1. creators in 

the field of performing arts; 2. pedagogues, i.e. a number of specialised 

professional profiles such as educators, teachers, at all three levels of formal 

education and lifelong learning; social and special pedagogues; pedagogues 

in the field of art and culture (in addition to theatre also art, music, dance 

and museum pedagogues); 3. other experts from the spectrum of so-called 

professions of assistance and advice, e.g. in the field of social work or art 

therapy. 

All indicated categories of practitioners can be found in the same work 

context, e.g. in an educational establishment where they independently or as 

a team implement activities that can be defined (also) as theatre-

pedagogical. Given the diversity of their professional platforms, it seems that 

only the analysis of primary / secondary functions of creative processes and 

working methods would reveal the actual ratio of common features and 

differences between the emphases of individual approaches.  

Many practitioners of theatre pedagogy devote an essential part of their 

time to works, for which they are trained within the framework of their basic 

occupational specialisation, and implement theatre-pedagogical activities 

within or outside this context, which means that they are able to 

simultaneously operate (continuously or occasionally) in very different 

working environments. Example: In the same period, a person is actively 

involved in a staging project as actor, and operates as a theatre educator in 

two completely different learning situations (as a mentor to student 

performers and as a performer of a theatre-pedagogical project, whose 

primary purpose is the integration of migrants into the local community). So 

to speak, this artist-educator simultaneously experiences three creative 
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processes, which differ in their contexts as well as basic orientation. In such 

cases, the automatic transfer of personal collection of skills from one to 

another professional role / situation can be avoided by being aware of 

(Carroll, 2009, 2010 thoroughly discusses experiential learning of expert 

reflection, individual stages and levels of this process) and taking into 

account the primary function of each of the creative process / working 

environments.  

In professional operation (in the development from theatre artists / 

pedagogue and performance studies researcher / lecturer to transition to the 

field of dance-movement therapy and integrative art-therapeutic 

approaches), I often face transitions between different professional contexts 

/ roles. The reflection on two topics is always relevant in this respect: 1. the 

advantages and weaknesses of multiple (or fluid) professional identities; 2. 

establishing and maintaining focus on the most “live presence” in each of 

the working-creative environments.  

The transition between different work situations opens up new creative 

possibilities / insights / ideas; however, it also crushes the practitioner’s 

attentiveness and affects the ability to focus. This has two consequences, 

which sometimes exist simultaneously: the dispersion of operation (changing 

working environments often involves a more diverse interpersonal 

interaction and content-organisational coordination) and / or greater rigidity 

(in defence against the many challenges of each professional environment, 

we (un)consciously refuge to the known, established ways of working and 

thus lose the flexibility of own creative responses). In this process, the 

practitioner can resort to the creation of simple ways of regular reflection on 

his/her operation and experience, which help monitor different levels of 

professional life (indirectly, at least partially, even everyday life).  

My professional (auto) reflection was initially a very simple process, which 

would be classified today in the so called creative reflection / supervision 

(Chesner, Zografou 2014; Knoll 2016): artistic, creative-pedagogic and 

creative-therapeutic processes, in which I actively participated were reflected 

in special logs, in which I recorded (write, draw and collage) all that seemed 

important and (in) directly related to the process / situation being the 

subject of observation. In two decades, this practice has become far more 

complex (today my reflection also occurs at the body / movement level, or 

voice / sound), and above all specific for each working environment. Based 

on personal experience, I believe that (ideally, together  with professional 

supervision, individually or in small groups) auto-reflective processes, which 
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we continually develop and perfect are a valuable tool for illuminating 

virtually all aspects of our work situations.  

The practice of reflection affects the entire work constellation: the quality of 

our presence, the method of work and interpersonal dynamics. For many 

years, the (auto)reflection through artistic means of expression was only my 

personal practice; however, in the last decade it helped me develop  different 

ways of art-pedagogy and art-therapy work, which have been tested in 

educational and clinical environments (briefly presented in Schuller, 2008, 

2014), and usually also evaluated by the participants: the responses indicate 

that the creative (auto) reflection as a personal practice (regardless of the 

primary purpose of this practice, e.g. artistic-research, therapeutic or 

pedagogical) is an interesting means of self-exploration available to a wide 

range of individuals.  

Below I present two interrelated working schemes, which show how I have 

managed to identify different types of creative processes for the need of 

professional (auto) reflection. They were designed with the intention to 

enable a better insight into individual working environment – outline key 

differences between them and provide starting points for the design of work 

interventions (the most relevant for each type of creative process) with 

simple distinguishing criteria. Their potential, overall value is to encourage 

theatre pedagogues and other practitioners from related fields to create own 

tools for the reflection on the creative process.  

Scheme 1. The classification of creative processes according to their primary 

function / purpose, and basic context:  

1. Aesthetic, creative process as artistic practice, e.g. performance and other 

arts; 

 

2. Educational, creative process as a pedagogic / educational activity, e.g. 

theatre and other art-pedagogy branches in different learning environments;  

 

3. Therapeutic, creative process as an art-therapy process, e.g. play therapy 

and other art-therapy approaches; individual or group form of art therapy;  

 

4. Research, creative process as an artistic survey, which through the staging 

of action and / or other form of artistic practice considers (experiencing, 

implements and reflects) a phenomenon, e.g. within the study / research 

project; 
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5. Creative supervision, in this case the working context is the process of 

professional supervision, in which reflection takes place through drawing, 

photography, writing, movement / performance of action, sound / music, etc.  

 

The presented types of creative processes have work with artistic means of 

expression in common, but they differ in their primary orientation / function; 

they require specific skills and other competencies from practitioners (in 

some cases also from the participants). Each of these five categories is 

generally related to one work context, has a clearly defined base, which may 

also involve the qualities of similar types of creative processes. Thus, for 

example, the creative-therapeutic process, whose primary function is to as 

safely as possible (self)explore through one or more artistic means of 

expression, may create works of huge aesthetic value or develop important 

insights into the possibilities of experiential learning; however this is not the 

primary focus nor the aim of art-therapy work. The same applies to primary / 

secondary function of all other indicated types of creative processes.  

Professional environments in which all these creative processes would be 

carried out and reflected are extremely rare: this is possible, for example, in 

the context of those art-therapy / pedagogic study programmes, where the 

specificities of individual types of creative processes are carefully presented, 

and personal experience of the latter, substantively, spatially and temporally 

clearly separated and analysed. There is no doubt that such personal 

experience help future practitioners to identify the dimensions of creative 

processes in placing their work in the appropriate professional / work 

context and in understanding the importance of professional reflection.  

 

Scheme 1 helped me define the basic characteristics of different types of 

creative processes encountered. In the process of reflection, I might also 

draw individual areas, place them in the space with the help of various props, 

embody in movement, experience in sound: possibilities for creative 

obtaining of additional insights into their characteristics (and situations and 

relationships within them) are unlimited. The next level (Scheme 2) is 

intended for in-depth exploration of everything that is relevant in the 

moment of the creative process / context that I wish to reflect.  

Scheme 2. The examples of typical questions / positions, which I can ask 

myself in any combination upon any of the presented types / contexts of the 

creative process. They serve as a basis, which I can always use, even when I 

choose the unstructured form of creative reflection. In doing so, I try to be 



56 

 

as specific as possible and derive exclusively from the perceived reality of 

the situation, which is being reflected:  

 

1. I try to see as many characteristics of the work environment as possible. 

What methods of work do this context enables?  

 

2. What should be the primary function of this creative process and how 

does it reflect in the course of work?  

 

3. What are the potential and already expressed secondary functions of the 

creative process in the course of the practice?  

 

4. How much attention will I devote to secondary aspects of this creative 

process: why, how, when?  

 

5. The reflection on my competences (before, during, and after the 

completion of a creative process). What can I upgrade? What are the new 

things I experience? Do I learn in the process?  

 

6. The encouragement of various levels and forms of reflection of process 

participants’ (in ways that are appropriate for the particular form of the 

creative process): during and after the completion of collaboration.  

  

7. The critical analysis of the used procedures of reflection process.  

These seven premises could also be different. Their purpose is to arouse 

curiosity and desire for independent research. With years of continuous 

practice in any chosen discipline, (auto) reflective processes, like the 

knowledge of skills, embody in in the practitioner in a distinctive way. When 

we are students in the presence of teachers who embody and exercise 

mastery in the art of learning in their field, we often only suspect the 

dimensions of the effect of these experiences on our personal and 

professional development – their actual meaning and scope are revealed 

only in time. The integration of the acquired knowledge can take many years 

or even decades: through life and professional experience and the 

development of individual’s ability to reflect on them. These processes give 

rise to professional autonomy, at least partially in the inevitable 

intertwinement with the personal growth and maturity of the former student.  



57 

 

References: 

CARROLL, Michael (2010). Levels of reflection: on learning reflection.  

Psychotherapy in Australia, 16 (2), 24‒31. 

 

CARROLL, Michael (2009). From mindless to mindful practice: on learning 

reflection in supervision. Psychotherapy in Australia, 15 (4), 40‒51. 

 

CHESNER, Anna, ZOGRAFOU, Lia (ur.) (2014). Creative Supervision Across 

Modalities. London, Philadelpia: Jessica Kingsley Publishers.  

KNOLL, Claudia (2016). Ustvarjalnost v superviziji: premik k celostnemu 

pristopu supervizije. Socialna pedagogika, 20 (3‒4), 257‒275. 

SCHULLER, Aleksandra (2014). Čuječnost in ustvarjalnost: na čuječnosti 

temelječe umetnostne terapije in celostna zdravstvena nega/Mindfulness and 

creativity: mindfulness based arts therapies and holistic nursing. 

ŠTEMBERGER KOLNIK, Tamara, RAVNIK, David (ur.). Zdravstvena nega v 

javnem zdravju/Nursing in public health. Koper: Založba Univerze na 

Primorskem. 269‒277. 

 

SCHULLER, Aleksandra (2010). Uporaba osnovnih principov gledališke 

pedagogike pri izvajanju veščinskega predmeta Človek in igra: uprizarjanje 

kulture. http://takatukateam.wixsite.com/konferenca/aleksandra-schuller-2 

(Citirano: 8. 1. 2017). 

 

SCHULLER, Aleksandra (2008). Ustvarjalno-terapevtski proces: imaginacija, 

(inter)akcija, (avto)refleksija. CAF, Bojana, CAJNKO, Borut (ur.). Oblike in 

metode dela v umetnostni terapiji. Maribor: Slovensko združenje 

umetnostnih terapevtov. 11‒20.  

 

 

 

 

 

 

 

 

 

http://takatukateam.wixsite.com/konferenca/aleksandra-schuller-2


58 

 

Harrison Muleya 

USE OF DIFFERENT THEATRICAL METHODS FOR THE TEACHING OF 

ART'S THEMES AND SCIENCE AND HUMANITIES SUBJECTS 

 

 

I have often been amazed at how effective drama is to capture the attention of the 

students in the music classroom. I am a music specialist and Drama activities would 

sometimes have surprising and unexpected results.  English as a Second Language 

professionals need to use this medium more because the artificial world of the 

classroom can provide an endless amount of opportunities for student’s personal 

growth.  We cannot only teach grammar and phonetics with drama but also it has the 

power to transform the actors as well as the audience.  We shouldn’t underestimate 

this powerful teaching tool to reach our students. 

 

William Shakespeare claimed that 

 

All the world's a stage,  

And all the men and women merely players; 

They have their exits and their entrances, 

And one man in his time plays many parts, 

His acts being seven ages. 

As You Like It Act 2, scene 7, 139–143 

     

Basing on the aforementioned fact by Shakespeare, I have seen that using drama to 

achieve specific objectives in a lesson works well with me as teacher. For instance it 

provides an excellent platform for exploring practical as well as theoretical aspects. It 

is usually fun to see students improve their communicative skills at the use of ESL in 

third world countries. It is important to share learning objectives with our student so 

as to create a roadmap which is quite clear in each student’s mind as you journey 

towards the achievement of laid down learning objectives. As a facilitator to my 

students, I am aware of the outcomes as I prepare my success criteria before contact 

time. It is recommended that each lesson, be it science or humanities subjects, should 

have a starter (theatrical games) in order to get the attention of the students. This is 

very important as it also helps students to focus and harmonise the learning mood 

and theatre is such an amazing tool to unlock pent up emotions in the students. 

 

There are many studies about using drama to learn English. Wan Yee Sam talks about 

the communicative approach, drama techniques, value of drama in education, 
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advantages and disadvantages (Sam,1990). Alan Maley and Alan Duff are classic 

sources for the benefits of using drama techniques; how it helps to learn new 

vocabulary, builds confidence, motivates the students and helps shift the focus from 

the teacher to the students (Maley,1982). Drama is a special communication situation 

which makes considerable demands on the flexibility and skills of the teacher 

(Kao,1998). We have Morrow (1981) who gives some guiding principles behind the 

use of the communicative activities. Susan Holden (1981) adds some definitions as to 

what drama is and how it provides opportunities for a person to express themselves. 

The personal nature of improvisation provides many outlets for self-expression. We 

even hear that children need to play as an important developmental process. 

Therefore it is important to note that using theatre methods in teaching whichever 

subject puts the teacher in the role of supporter in the learning process and the 

students can take more responsibility for their own learning.  Ideally, the teacher will 

take a less dominant role in the language class and let the students explore the 

language activities.  In the student centred classroom, every student is a potential 

teacher for the group. Students are encouraged to express their own ideas and 

contribute to the whole.  Creative drama will offer exercises in critical thinking and 

the chance for the students to be creative. A good example of this is role-plays in 

small groups The ESL/EFL group will have many situations where they can develop 

their own ideas as well as skills of cooperation when interacting with classmates. I 

have observed that role-playing is a powerful tool.  It teaches cooperation, empathy 

for others, decision making skills and encourages an exchange of knowledge between 

the students.  These aspects alone make role-playing beneficial because the students 

are learning from each other. So, it encourages leadership and teamwork. 

 

On other hand, theatre creators have a role of coming up with materials which could 

be used in through drama in a classroom in order to deal with students’ social 

problems and psychological emotions. These can be in form of improvisational set-

ups, games, parodies, stage and screen plays, and musicals and so on. Theatre 

creators have the role to organize workshops and conferences and train teachers, 

parents, social workers and other facilitators on how to use theatre pedagogies in 

reaching out to a 21st century student. It is of a reason and rhyme that theatre 

creators persuade their local education authorities to become stakeholders in school 

curriculum development so that the use of theatre methodologies in teacher training 

programs could be included.  
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IMPLEMENTATION OF THEATRE PEDAGOGY IN THE SCHOOL/PRESCHOOL 

CURRICULUM 

 

Theatre pedagogies in school/preschool curriculum can be integrated in the 

expressive arts subjects (music, dance and painting) including the teaching of ESL. In 

the third world countries, play at pre-school level is vital in skills development. As 

such, implementation of theatre pedagogy at such a level yields positive results in the 

development of a child. In Key–stage 3 and 4 students benefit from theatre 

methodology both in a classroom and as an extra curricula activity. 

 

Teachers are always looking for ways to improve in the classroom; to assist with any 

of your New Year's resolutions that relate to instruction, Kristina Robertson 

recommends five specific and measurable actions you can implement to assist ELLs in 

the classroom – but suggests that you pick just one to try! 

1. Increase ELL students' English language production and peer interaction. 

Specific and measurable goal: ELL students will verbally demonstrate their English 

speaking abilities in classroom work at least three times a week. 

2. Explicitly teach English language vocabulary and structures. 

Specific and measurable resolution: I will identify, teach, and post key academic 

vocabulary and structures for one content lesson each day.  

3. Build on ELLs' Background Knowledge to Increase Comprehension 

Specific and measurable goal: I will elicit background knowledge from ELLs in one 

content area through a variety of activities, including questioning and graphic 

organizers. 

4. Increase ELL Parent Involvement 

Specific and measurable goal: Teacher will contact one ELL parent each week to share 

information on his/her student or to inform the parent of a school event. 

5. Increase Writing Opportunities 
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Specific and measurable goal: Students will engage in a weekly writing activity that 

will focus on developing a certain skill such as creative vocabulary use, the correct 

format of an essay or the peer editing process. 

 

“We need arts to express feelings words cannot. We need arts to stir creativity and 

enrich a student’s way of knowing. We need arts to integrate the fragments of 

academic life. We need arts to empower the disabled and give hope to the 

disenchanted. Above all this, we need arts to create community and build 

connections across the generations” (Dr Ernest Boyer, President of the Carnegie 

Foundation for the Advancement of Teaching. 1994. in Goals 2000: Opportunities for 

the Arts). 

 

Furthermore, Dr Ernest Boyer, adds that the arts in education have suffered from an 

overabundance of myths, misconceptions and problems in schools. From the time 

that they are born children are introduced to the arts as the very foundation of their 

culture. The nursery is alive with aural sounds and pictorial visual imagery. Colourful 

mobiles are sometimes the first objects of scrutiny from tiny eyes, while the tinkle of a 

lullaby by Brahms emanates from a small music-box. Parents sing with children, and 

sing them to sleep. During the early days of infancy parents read and act out 

traditional folk stories with laughter and in various tones of voice. Children respond 

by mimicking and playing. These sensory responses to the human experience are 

encouraged and rewarded by parents. Parents hang the child's very first drawings and 

paintings on the refrigerator in the kitchen. The very first song that a small child sings 

is lauded and applauded. Tiny-tots are encouraged to dance and perform- stage 

mothers abound as tiny, pink ballet slippers are packed with costumes and make up. 

The above are examples of 'the-arts-in-action' enacting body, spirit, intellect and 

emotion while the child comes to know and understand their world. The arts as 

purveyors of culture are valued and introduced to young children by parents and 

grandparents. Young children's first attempts to communicate ideas and feelings are 

through one or more of the arts forms. A simple gesture is captured in dance, a mood 

is expressed through music, an idea is painted on paper and a response is mimed. It 

is impossible to imagine a child's life and being without the arts. Yet, as a child grows 

older and enrolls in school, the arts, which are the very heart of our culture are 

undervalued. They become less important and less understood in educational 

contexts. The spontaneity of 'home-taught arts' which is meaningful and imaginative 

is lost. The rich tapestry of the arts as ways of knowing and feeling, and sources of 

delight and enjoyment are sacrificed for arts activities that are soul destroying and 
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meaningless. Children are not taught the basic knowledge and skills in the arts and 

therefore their education lacks depth and dimension. 

“Many teachers... tend to avoid or ignore the arts in their teaching or, worse still, 

confuse art with entertainment, regarding arts activity, like play, as a non-serious 

past-time and therefore to be accommodated only on the fringe the curriculum” 

(John Deverell, 1995, p.18) 

 

With these major observations, we need to stir up the process and treat it as a matter 

of urgency the theatre pedagogical training to School managers and make them 

understand the role theatre plays in education so that they avoid trivialising the arts 

in schools at every level. We can also gain trust from school faculty if the teachers 

involved stress the vitality of the use of art forms in educating our children. Let each 

teacher bring out the beauty that lies in using theatre methods in teaching the 

children in schools. The efficacy of the teacher’s theatre pedagogy lies in the child 

centred approach and evaluate oneself by the responses and skills acquisition of 

one’s students. Let us encourage the teaching of arts in schools. 
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Li Dong 

APPLICATION OF PSYCHODRAMA IN MORAL EDUCATION 

 

In Western China, the level and concepts used in teaching for special educational 

needs is behind the national standards and more developed Eastern areas. Moral 

education is an important part of special needs education, yet this and the overall 

sense of purpose and plan still require improvement. Pertinence and practicality are 

not strong enough, not with special emphasis on training students through practice.  

Through their own understanding of nature, students can experience social life, and 

cultivate the ability to exist. The portrayal of our country in the moral education 

curriculum is too strong, which means that students of moral education easily 

generate resistance and hostile psychology. This impacts upon the effect of moral 

education, the moral education content of the huge loose, so that teachers in the 

moral education work is also very difficult to identify the entry point and the 

breakthrough point, to implement the work of moral education a great deal of 

distress and trouble. 

 

Firstly，the combination of campus drama and moral education 

Teaching moral education through psychological drama can help to solve a series of 

problems in the education system, and school mental health education in general. 

This is based on psychological treatment techniques developed by Moreno for 

students to develop and carry out a type of group counseling. It is a combination of 

drama, comedy and covers psychological issues, which can help those involved to 

solve their own problems. It also allows other viewers who are watching to gain 

education about mental health. Campus psychodrama is in the setting of the school, 

in psychology under the guidance of teachers. Students' mental health activities are 

performed by other parties or those involved themselves according to their own 

creativity. The safe environment and flexibility allow them to communicate their 

various psychological problems. They may play the protagonist or recreate their own 

experiences, with the opportunity to meet with others who share their psychological 

experiences of people and other aspects of life. This helps them to learn to correctly 

deal with such problems, so as to let all students have a group psychotherapy 

method similar education inspiration. Therefore, the use of psychological drama in 

moral education can not only address the educational problems of individual 

students, but also for a wider range of those involved. This saves the cost and can 

enhance the effect of education. 

 

Secondly, the implementation of our school campus drama 

When we apply psychological drama techniques to the school mental health 

education, we can divide it into three stages: preparation, performance and 

discussion learning. The application of psychological drama techniques to moral 
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education can produce three main groups: the organizers, the participants and the 

audience. 

As the psychological drama techniques should have a clear goal of moral education 

counseling, it requires the participation of teachers, psychological drama planners, 

counselor and other volunteer staff. They must create a good script, plan carefully 

and organize the direction to provide good education and inspire the students. This 

kind of education occurs in three processes: 1, the process of collecting material and 

creating and directing psychological drama; 2, organizing a collective discussion of 

the script, and 3, after the show; reflecting, revising and improving the story and 

performance, so make the piece as representative, educational and enlightening as 

possible. 

The effect that psychological education plays on the audience is the first objective. 

This is because, compared with other forms of education, psychological drama can be 

more believable and thus more educational. It is even more effective when the 

audience are free to engage in discussions and to express their views and 

experiences.  

 

Thirdly, the use of psychological drama and the advantages of moral education 

First of all, the characteristics of psychological drama can attract students to 

participate in teaching. They can get involved in many aspects, including collecting 

material, writing the script, and participating in, or watching the performance. 

Participation from either side of the performance, can have a significant effect on 

education. The outcomes are not based on the ability of a student, but the sense of 

responsibility and self-confidence of all involved.  

Secondly, through expressive and abstract psychological drama techniques, inspiring 

characters can be created from boring sermons, which are selected to suit the needs 

or interests of the cast and audience. The more subtle effects of these techniques can 

help those involved to feel loved, amiable, and more easily accepted. 

Finally, psychological drama techniques can be practical for targeting the current lack 

of traditional moral education. We are always too empty and idealistic, ignoring the 

possible problems in the conventional teaching. The educational content is also not 

universal, so psychological drama may be able to solve these problems.  

Recently, in terms of the applicability to moral education, it has made some 

achievements. I believe that if we are to make full use of the potential, we should 

implement the moral education to all aspects of school education, to solve all kinds 

of problems that cannot be solved by previous classroom teaching. 
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Hu Xiaoqiang 

APPLICATION OF PLAY IN SPECIAL EDUCATION 

 

 

In physical education, students with special needs especially love dancing and acting, 

but the comprehensive ability of children with special need is much lower than that of 

normal children in learning. They often exhibit inertia and fear characteristics of 

brains, unresponsive, emotional experience is not profound, the purpose is not 

strong, attention and lax etc.. 

 

How to improve the quality of classroom teaching, so that students can learn to 

learn more solid?  

Psychologists have done the experiment, the following results about learning 

pathways and memory, this result shows that the personal participation, experience 

the best learning effect. The same is true for students with intellectual disability, and 

the best way to learn is to use multi-sensory and practical learning. 

Therefore, I try to apply the drama teaching method in the classroom teaching, 

through the scene shows, role playing, games and other forms of imitation, to enable 

students to participate well, to enable students to fully move to the development of 

students' participation, initiative and creativity, greatly stimulate students' interest in 

learning and exploration desire. 

 

So, what is the drama teaching method? The drama teaching method is a way of 

applying the skills of drama and theatre to the teaching of school. It is based on the 

natural laws of human nature, spontaneous contact with outside groups and teachers, 

in the purpose of the plan and guidance to the creation of drama, improvisation, 

role-playing, imitation, game and other methods, to allow participants to give full 

play to the imagination, express ideas in their interactive relationship, learning in 

practice, in order to make learners acquire aesthetic experience, enhance intelligence 

and life skills. The focus of drama education is not on the story of the play or drama, 

but rather how to guide the learners to enter the theme of learning scenarios, so that 

they can examine and learn more relevant content. The drama teaching method is a 

kind of teaching method which is integrated into the learning process of children. It 

aims to increase children's awareness of themselves and their lives through the 

practice, experiment and experience of children. The most important purpose of the 

drama teaching method is to develop people in all kinds of experiences. 
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Firstly: teacher, transmit information to a body language vivid and expressive 

 

It is often said that a teacher is not an actor, but more than an actor. There are many 

similarities between the teachers and the actors, who are shouldering the 

responsibility of educating, inspiring and shaping people. The drama teaching 

method is a teaching method of a form of drama into the learning process of 

children, it aims at children's practice, to try and experience, increase awareness of 

children on their own and life Students like to listen to the story, in the introduction 

of a new class of teachers with vivid, interesting stories, but also to attract the 

attention of students, stimulate their desire to learn. 

 

 

Secondly: with rich, interesting drama activities to enhance the students' 

emotional experience stimulate their interest in learning 

 

Einstein said, "interest is the best teacher." Drama education for students to create a 

relaxed, pleasant environment, students in the drama of the use of language, action, 

expression to show the surrounding things, life and experience of understanding. 

Educational drama encourages children to think and feel all kinds of emotions, and 

the intellectually disabled students have lagged behind in cognitive and emotional 

development. Moreover, the perception of students with mental retardation has the 

characteristics of slow speed, small capacity, lack of the initiative of perception, and 

the cognitive activity is mainly based on direct experience. 

 

 

Thirdly: let the students in the drama activities will learn to develop the ability 

to communicate with people 

 

Drama can provide students with a place to communicate with others, so that 

students experience in real life can not meet the situation. It is difficult for the 

students with learning difficulties to cooperate with others, and the ability of social 

communication is low. In the drama, the students shared by various roles, learning 

and cooperation, coordination, learn to observe others, for the sake of others, learn 

to give and receive, also can make them form a stronger collective sense of 

belonging. We see that this drama activities not only to meet the students' curiosity 

and active, and the development of students' language and intelligence, cultivate 

artistic character, enhance the friendship between the students, and develop the 

ability to communicate with people. 
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Fourthly: to inspire students thinking 

 

Students with learning difficulties due to brain damage, often legalistic thinking. 

Through the indirect or direct play of the role of the drama, the drama teaching 

method can make students more adept at finding the problems and understanding 

the ways to solve the problems. And the drama activities can extend the time for 

students to concentrate on things, enhance students' observation of things, so that 

their judgment, reasoning and reflection will be followed by strengthening. 

In addition, in drama activities, for students with mild intellectual disabilities can put 

forward higher requirements, guide students to actively thinking, encourage students 

to innovate; and for seriously disabled students to imitate the performances, 

encourage students to actively participate in, learn to work with people, a sense of 

participation in the show by the fun. In this way, let the students at different levels of 

thinking can be inspired to varying degrees, improve. 

 

 

Fifthly: in the drama to show personality, psychological and physiological 

compensation 

 

In the aspect of limb movement, movement function of students with intellectual 

disabilities due to deviation, there are many obstacles in motor coordination and gait 

balance, fine motor, make the most of the students do not love sports, provides a 

performance space for the special children's drama activity, the emotion release and 

catharsis, the physiology, compensation for special children psychological defects is 

of great help. 

As a means to promote the development of children, the drama teaching method has 

its special educational effect on the healthy development of students' cognition, 

social adaptability and emotion. However, it should be noted that, in the drama 

activities, teachers should guide students to have the goal, the theme of the 

performance, instructions should be specific, so that students understand what their 

role is, what will be done. The students will learn to think and learn to live by acting in 

different roles. 
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